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ABSTRACT: I'llusic and Communication: a study of young 
children's original melodies". 
Edward Wilaiam Leggatt, 1979. 
Earlier research (LEGGATT 1974) suggested that young 
children can communicate moods through original melodies. 
The present research examines the discriminating effect on 
mood communication of the components pitch, rhythm and 
speed. Age, sex, aural disembedding, perception, person- 
ality and ambiguity were considered. 
The hypotheses adopted were: 
1. (i). Junior children can communicate through 
perceived moods in original melodies. 
(ii). This communication is made by virtue of one 
or more components. 
2. Communication is dependent on Personality. 
3. Communication is dependent on the ability 
to disembed. 
4. Children like ambiguous tunes more than they 
like unambiguous tunes. 
Five moods identified as "Angryj comical, dreamy, 
frightened and sad" were chosen. The experimental method 
required each composer to produce, in random order on 
different days, five melodies each evocative of a stated 
mood. Each tune was recorded on magnetic tape so that 
listeners could have identical renditions. Each tune was 
then modified by subtracting successively pitch and rhythm. 
A third modification was altered speed. Tunes were 
assessed again for mood categorization; a sample was also 
assessed for preference of ambiguity or unambiguity. 
The results after computer and manual analvsis sugyýest: 
1. Removal of a musical component alters original 
mood perception and may cause clustering of mood 
perceptions. 
2. There is a connection between type of musical 
component perceived and mood. 
3. Children's preference for ambiguous or unambig- 
uous tunes is influenced by perceived mood of 
tune. .1 
4. Sex, age, personality and aural disembedding 
ability do not significantly affect categoriz- 
ations of original or modified tunes. 
The P,, Pneral im-plications are; 
In children's own tunes, perceived mood varies as 
components perceived. 
2, The effect of certain components on mood perception 
may be more readily discernible than others. 
3-, It is likely that a consensus exists amongst 
children regarding the embodiment of tunes. 
4. Young children seem to sense bonding character- 
istics between certain moods embodied in tunes. 
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CHAPTER ONE 
Statement of Procedure 
I. Preamble 
This research is a sequel to an earlier 
enquiry (LBGGATT, 1974) which stated in the Abstract: 
"The research Investigated the premise that 
communication of mood is possible between children 
and between children and adults. The art chosen 
for the communication was music. " 
From the findings of that research it was suggested that: 
"I. The pupils of the sample used were able to 
commi3nicate simple moods through the music which 
they themselves had composed. 
2. The success with which moods could be co=unicated 
varied between different moods. Additionally, 
instruction of tune generators enabled them to secure 
a statistically significant increase in the number 
of moods successfully categorized ..... 11 
Within the quoted sections numbered one and two above are 
two important matters which bear on the present research; 
it will be noted that all the music which had been used was 
original and composed by some of the children in the sample. 
I f 
-io- 
It was felt essential then, as it is now in this enquiry, 
to use music which for them was entirely new and which could 
be claimed to be each composer's personal statement, the 
product of each creative intellect, than to use music which 
was the product of someone else's creativity. Indeed, 
DAVIES (1971) said: 
"Unfortunatelyp it is impossible to assess exactly 
just how much or how little contamination 
takes place ... .. due to the experiential influences 
mentioned 
In the present research, as well as in the previous one, 
there may well be some element of novelty, as it seems to 
have been standard practice in many earlier pieces of 
enquiry to use works of the standard repertory for 
experiments having an affective background. As material for 
experiments in musical taste, MYERS (1922) used, for 
example, Beethoven's "Egmont" Overture op. 84, Tchaikowsky's 
I'Valse des Fleurs" in op. 71a and Mendleasohn's "Pingalls 
Cavell Overture op. 26. BEINLEIN (1928) investigating modes, 
used amongst other items a Dvorak Symphonyt Grieg's 
"Anitrals Dancelly Handel's "Largo from X6rxes" and the 
Intermezzo from Massanet's "Thais". BEVNER (1936) 
investigating rhythm used works of great composers, while 
HEVNER (1937), in her work on pitch and tempo, used 13ta'ndard 
works such as some Beethoven Variationsp a Chopin nocturne 
and a Bach sarabande. VALENTINE 
(1962) writes that in his 
-il- 
preliminary experimentst he played on the piano "selections" 
from the music of Beethoven, Schubert and Hendlessohn. 
Other examples could be quoted including those in work 
by ORTMAM (1937) and LUNDIN (1967). 
The present investigator considered this approach 
not suitable to his research, since it was felt that gross 
distortion of response by listeners could result, such 
effect possibly being the result of conditioning and of 
social acceptance of how one should react to music. 
Indeedv WING (1968) wrote concerning the use of recordings 
in some tests of musical appreciation: 
if any record happened to be known it was 
iM*M*; Rately preferred, irrespective of its musical 
merits. " 
With reference to the latter part of the quoted 
section two at the beginning of this chapter, a brief 
recapitulation of what was done in the previous researbh 
will be relevant to an understanding of this enquiry. The 
investigator questioned teachers and pupils concerning 
the affective and musical characteristics of each of the 
five moods used. The answers revealed some degree of 
consensus. For example, of "frightened" tunes, it was 
I claimed that they were fast rather 
than slow and were higlý 
up. Such tunesp it was said, used several different rhythm 
groups. The tune tended to be rising and there, were 
repeated notes. It was found that when 
tune composers 
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were instructed to include such features in their 
"frightened" tunes, and to include other agreed features 
in the other four types of tune, a substantial increase in 
correct mood categorizations, over those obtained for tunes 
composed without prior instruction, was made. It was this, 
albeit minor, part of the original research, which prompted 
the present investigation, although the basis for it became 
altered and extended. The investigator had made an 
examination, after the first research and before the present 
investigation, of the incidence of the characteristics 
stated to feature in the mood tunes, but without any 
demonstrable success. However, it occurred to him that 
there could be ploys adopted by child composers, by which 
they succeeded in communicating, that were far more 
elemental than some of those suggested; such devices would 
be the very essence of music in such matters as pitch, 
rhythm and others. 
It was decided therefore to design an 
investigation to attempt to isolate those ploys. 
II. Survey Of hvpotheses 
It has to be said at this point that the 
investigation began with a set of hypotheses, whichq during 
the course of the research, had to be modified for various 
reasons. It is proposed to give the initial set and, after 
an "expose" of what transpired in examining those 
hypothesesp to give the amended set which then influenced 
the design of the experiments. 
Initial hypotheses 
i. Junior children can communicate moods through 
original melodies by virtue of one or more 
essential, identifiable components. 
ii. The essential components, used singly or 
in combination are: 
a. pitch b. rhythm c. speed 
d. pulse e. metre f. timbre 
iii. Response varies as the personality of 
the composer. 
iv. Response varies as the personality of 
the listener. 
V. Response varies as the perception of 
the composer. 
vi. Response varies as the perception of 
the listener. 
vii. Appreciation of the component/mood 
relationship varies as the sex of the 
composer., 
viii. Appreciation of the component/mood 
relationship varies as the sex of the 
listener. 
ix. Children like ambiguous tunes more than 
unambiguous tunes. 
- 14- 
2. Difficulties encountered 
i. Pitch 
The problem concerned-ABSOLUTE pitch. 
In order to try to show that this was an ingredient of 
successful communicationp it was hoped to produce a copy 
tape recording of pupils' melodies, either with the whole 
tune moved up by say, a fifth, or moved down similarly. The 
difficulty was that because of the range employed by the 
composers, such an alteration would have placed the tunes 
outside the span of the available instruments at both ends. 
The advice of experts was obtained to see if it were 
possible to obtain the desired result electronically, but 
it seems. this is not possible, without introducing other 
alterations, such as a variation in timbre. Reproducing 
the tunes on a "Phillicorda" organ, which has the facility 
for pitch shift, was considered, but rejected because of 
the altered timbrep because of lack of note decrement and 
because the organ notes were not percussive in aural quality 
like those of a gTockenspiel which, in the event, was, the 
instrument chosen. 
Pulse and metre 
It was planned to make copy recordings 
of pupils' melodies where, if the original was in duple 
pulse, the copy would be in triple pulse and the reverse. 
Indeed, a pilot tape was made and tried with adult music 
expertst but numerous difficulties were encountered; 
such 
as, a tune perceived to be in six-eight 
time by some but 
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being perceived as duple by others. 
A revised set of hypotheses was drawn up, 
although amendment of parts of the original hypotheses 
should not be taken to imply that they may not be capable 
of acceptance as they stand. Modification of the original 
hypotheses to the modified version given below was thought 
legitimate in order to unify some concepts and in so doing 
to make consideration of findings and implications less 
unweildy. The modifications also remove from further 
consideration some queBtions upon which it appeared doubt- 
ful if a firm basis existed for study aB, for example, the 
matter of pulse. 
Revised hypotheses. 
_ 
1 (i) Junior children can-communicate moods 
through-original melodies by virtue 
of one or more essential, identif- 
iable components. 
1(ii) This communication is made by virtue 
of one or more components. 
2 Communication is dependent on 
personality. 
3 Communication is dependent on the 
ability to disembed. 
4 Children like ambiguous tunes more 
than they like unambiguous tunes. 
-7 
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CHAPTER TWO 
Survey of Relevant Knowledge 
Summary of Chapter 
Music is all-pervasive through human history and 
across most cultures. It is a psychological and 
sociological phenomenon which seeks expression both for its 
own sake and as a means of communication. It has various 
effects on its listeners who may experience it as a pure 
form, or "hear-into" it connotations stimulated and enriched 
by their previous life-experiences. For some, music is an 
entity, an end in itself; for others, it is a means towards 
something furthery perhaps a meaning, or perhaps an emotion. 
Yor yet others, music is a conglomerate compounded of both. 
-17. - 
Preamble 
Of, relatively recent origin, the studies of musical 
ethnologists have drawn attention to the foundations of 
primitive music. From these studies, made within some 
communities at present still living primitive existences, 
it has become possible, not only to appreciate the origins 
and scope of the musical art form, but also to understand 
the pervasive nature of music in life. It is now possible 
to show that music rests on bases psychological, religious, 
sociologicalp symbolic and linguistic. SCHNEIDER (1957) 
enlarges upon this and says that the: 
" 00,00" growth of melody is undoubtedly one of the 
main reasons why music is so significant in 
the life of primitive peoples. " 
I 
and he proceeds to show the connection between melody, 
rhythm and dancing, and the interactions between groups 
and individuals. -These interactions may serve the purpose 
of unifying such groups. SCHNEIDER (op. cit. ) remarks: 
"The agreement of sounds is always, a symbol of 
identity or at least of mutual understanding. " 
Such symbolizing is perhaps an equally strong force today, 
when countries use national anthems to precede 
intemational 
football matches, when manufacturers attempt to characterize 
their products advertised on the television screen by using 
either traditional and well-known music or 
by using 
As- 
specially composed "Jingles". or when dramatic serialized 
stories or even children's cartoon films, rely upon a few 
bars of music from the standard repertory of, say, 
Xachaturyan or Beethoven, albeit in "arranged" forms, to 
make a continuity with a preceding part, or to "set the 
scenelt. 
Nor is this pervasiveness of music into all aspects 
of life concurrent with the development of television. 
Doubtless, many of man's major experiences have been 
heightened by musical experience and development. 
DARNTON (1940) restates what others have said: 
"The first sound we can be aware of is the pulse 
of the motherts heart-beats. What do we feel like 
when we are pushed head-foremost into the world, 
and that insistent accompaniment to our 
consciousness stops for ever? Is there in some of, 
us, perhaps in all, a desire to realize again that 
lost association of warmt comfortable omnipotence? 
I think of the drum beats in simple dance music 
and connect them in my mind with the remarkable 
and almost universal passion for the dance which 
appeared concurrently with the breaking-up of 
family life after the Great War. " 
The nse of mnsic appears to be general across 
cultures and seems unbounded by time. The Egyptian 
ceremonial used music, Joshua knew the power of the trumpet, 
the psalmist tells of the use of music in the praise of 
God, the antipodean aboriginal thought his music could 
- 19- 
invest and be invested in spirits. Traditionally, the 
poet has created verse crediting the gods with musical 
invention. Writing of a disused tortoise shell, the poet 
10WELL (1869) said: 
"So there it lay, through wet and dry, 
As empty as the last new sonnet, 
Till by and by came Mercury, 
And, having mused upon it, 
"Why, here, " cried he, "the thing of things 
In shape, material and dimensions'. 
Give it but strings, and lo, it sings, A wonderful invention. " 
From the point of view of this research, the 
pervasiveness of music as affecting the senses and 
sensitivities and character, is of outstanding importance. 
That music has such power is documented not least by 
SHAKESPEARE (1596): 
"The man that hath no music in himself, 
Nor is not moved with concord of sweet sounds, Is fit for treasons, stratagems, and spoils; 
The motions of his spirits are dull as night, 
And his affections dark as Erebus: 
let no such man be trusted. " 
With the all-pervasive nature of music in mindt 
It is proposed to examine the nature, and some of the 
possible mechanisms, of musical experience under the 
following headings: 
-10- 
1. Introduction. 
2. Perception. 
a. Personality. 
b. Temperament. 
c. Gestalt. 
d. Attention and Response. 
e. Code and Conservation. 
3. Aesthetics. 
a. Emotion. 
b. Ambiguity in. Music. 
C. Reaction and Experience. 
d. Communication and Understanding. 
e. Cognition and Feeling. 
4. Conclusion. 
However, owing to the involved nature of the subject, it 
will be found that occasionally some headings include 
references to concepts included in other sections. 
1. Introduction 
It would seem reasonable to suppose that in all 
human lifev each individual has numbers Of Points of contact 
with the world outside himself to which he attends. He 
does this in order, it is held, to satisfy "needs" and 
"drives" within himself. Such "needs" may depend on the 
values held by people within a culture; YOUNG (1943) 
suggests that there is a need to win pre-eminence# this 
being but one of many needs. MASLOW (1955) sees "needs" 
as either "deficit" or "growth" needs and these latter 
appear to be related to creativity and as such are again 
a factor of the culture within which an individual finds 
himself . 
II 
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I 
On the other hand, "drives" may be more primitive 
in origin, stemming even from the experience of hunger or 
pain which cause the individual to adopt reactions aimed 
at satisfying that hunger or alleviating the pain. Yet 
other "drives" may result from an interaction with external 
stimuli. which may result in aggression, or anger or 
frustration. 
However, one "need" referred to by TYLER (1971) 
is: 
is the need to relate oneself to something 
la; ý;; Oand beyond one's self, that is the need 
for a philosophy of life. " 
Clearly, he is not concerned here with such a primitive 
need as for instance, the desire for food, but for the need 
to see how the self fits in to the pattern of life and 
importantly to know how to attempt to integrate with the 
rest of humanity. Now this striving to know what passes 
in the consciousness of humanity demands that the individual 
shall become himself aware, either by act of volition or 
otherwise, of how other minds respond to the impressions 
made upon their sensorsp the eyes, the ears, the taste-bude 
and so on. The knowledge gained will influence his own 
appraisals. 
Howeverp not only will an individual's appraisals 
be affected by the input Of information from without and- 
by his perception of it but some appraisals will be the 
result of original reactions which stem 
from some 
- 7-*L- 
intellectual procedure within the individual himself. The 
resulting behaviour, as impressions are processed by the 
intellect, will be modified by interactions, stimulated by 
data both from without the individual and within. The 
compelling wish of people to allow themselves to be infected 
by other people's thought and responses is discussed by 
NUNN (1947). He refers to this tendency "mimesis" and 
defines it as** 
it the general tendency shown by an inaiv*iaual to take over from others their 
modes of actions, feelings and thoughts. " 
The theory of mimesie is particularly relevant to mnsic 
about which SIT. RMAN (1963) comments. He says music J13: 
if chiefly a social phenomenon. Social because 
it*!; *ý hiiman productp and because it is a form of 
communication between composer, interpreter and 
listener. " 
It is demonstrably apparent that people often gather 
together to take part in such communicationsp and this 
gregarious actionp according to the theory of mimesis., 
assists in the success of the communication. NUNN (1947) 
says: 
it in so far 
to fellow-feelin 
of the word ..... 
converts a mob of 
moved by a single 
as mimesis affects feeling it leads 
g' or sympathy in the strict meaning 
It is co=unity of feeling that 
unrelated individuals into a body 
will 6000011 
For the musical experience to be felt by an audience, there 
-I's- 
is thenp a group interaction and in some way the individual 
listeners are able to infect the members of the group. 
This phenomenon was described by McDOUGALL (1920) as the 
"direct induction of emotion". FREUD (1921) supported 
this explanation of the phenomenon but modified his version 
by requiring that for the induction to take place, the 
members of the group needed to have a unity of purpose 
in being together. 
Yet to maintain that the operation of the 
intellect depends si 
irritability of the 
speck of grit would 
The falsity of such 
who wrote: 
: )lely on such stimuli, akin to the 
amoeba on encountering a miniscule 
be to undervalue the human response, 
a position was noted by GAGNE (1965) 
"The principal weaknesses of the stimulne-response 
theories are the total lack of consideration or an inadequate treatment of the place of cognition, 
insight, understandingp motivation, and the 
perceptions of self in learning, the mechanistic 
and behavioristic concept of human behavior 
Indeed, that cognition does have its part to play in 
musical experience was demonstrated by DRMR (1947) who 
found in galvanic skin response tests that the musically I 
trained showed a greater response than the untrained. 
The concepts mentioned are not the only ones 
which bear on the nature of the musical experience; these 
now must be scrutinized. , 
Perception. 
Before a detailed review of ideas concerning 
perception is undertaken, some matters of a general nature 
will be considered. 
Early interest centred around perception as 
a purely physical phenomenonp usually with regard to acuity 
of vision; scientists such as Kepler and Newton experimented 
in the field. Further research investigated the phenomenon 
of colour perception but it was not until comparatively 
recently that visual perception and emotion were seen to be 
related (MVKOV 1941). Of perception NUNN (1947) says it 
is: 
the earliest of intellectual activities .. tý; *i; y by which all the rest may be understood. "O** 
while DIXON (1972)t looking at the actor rather than the 
act, says: 
"Perception can be regarded as the process 
whereby in order to satisfy its needs an 
organism gains information about its 
environment. 11 
However, neither approach implies the interaction which is 
thought to exist between whattis perceived and the whole 
being of the perceiver; this interactional view is clearly 
propounded by ADCOCK (1964) when he writes that: 
I 
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perception is dependent both on the 
of the outside world and the nature ný; Ur 
of the individual. " 
In this enquiry into aspects of co=unication in the 
original melodies of young childreng it may prove useful to 
consider certain viewpoints concerning perception, since 
HOWES (1956), elucidating the term 'aesthetic' in relation 
to music says that: 
"By derivation the word means 'appertaining 
to perception' ..... 11 
Further, BARTLEY (1969) says that the way in which an 
individual enriches himself is by appreciating the quality 
of his environment and this influences the way he feels. 
In this processp he says perception has a part. The 
aesthetic state is closely involved in listening to music 
and the feelings it engenders, so it would seem at least 
reasonable, if not important, that the processes consequent 
upon perception during the appreciation of music should 
be examined. 
A distinction needs to be drawn between 
physically 'hearing' the sounds which are accepted as music 
and intellectually 'perceiving' them. Clearly, in order to 
perceive intellectuallyp the listener must hear the sounds, 
even if by virtue of 'chant interieux' but in that 
perceiving some further process extra to the initial 
hearing 
must be involved in order that the raw sound may 
be refined 
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into what is construed as music. As SWAINICK (1973) writes: 
we do not only mean perceiving the 
sounds clearly but also that it 'makes sense' 
to us, that it communicates some meaning. " 
a. Temperament. 
Historically, as VERNON (1973) reminds, the 
term Itemperamentt was restricted to describing four types of 
human response viz. sanguine, cholericp melancholic and 
phlegmatic. However, the scope of these characteristic 
behaviours suffered change, BURT (1940) suggesting that 
there were two main divisions of temperament viz. general 
emotionalityp and the degree to which an individual 
conformed with an ideal extraverted or introverted type. 
The general emotionality factor is discussed by WYBURN 
et al (1964). When writing about the differences between 
the reactions of, people to what is perceived when stimuli 
are considered identical, they say: 
It differences are due to innate variations 
oF;;; perament, or inborn disposition for a 
high or low degree of emotionality. " 
STORR (1972) links emotionality with sociability and, after I 
affirming belief that 'ego strength' 
is a notable charact- 
eristic of creative persons continues 
to say; 
.- 
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"Tests which demand a perceptive appreciation 
and appraisal of the needs of others reveal 
that creative people are emotionally and 
socially, sensitive. " 
STORR (1978, private communication) further says: 
"Creative people combine within themselves 
paradoxical characteristics. Most people who 
have what is called a developed or strong ego 
seem not to be very open to new experiences 
or sensitive to other people's points of view. 
Creative people on the other hand, seem able to 
retain this openness while at the same time 
retaining a strong sense of their own identity 
as unique individuals. " 
ROKEACH (1960) refers to open- and closed-mindedness as 
regards the assimilation of new information, especially 
when new schemata are to be set up. LEIVY (1970) believes 
that the employment of mindedness strategies affects some 
cognitive styles and in particular says: 
"It is believed that individual differences in 
problem-solving, creativityp prejudice, and 
changes in social attitudes depend_upon this 
property. " 
A factor in variation of temperament may be 
due in part, says SPEARIMN (1927) to the degree of persever- 
ation displayed, this characteristic being part of the 
temperament, as JUNG (1923) saw it, of the introverted 
person. In the present investigationp he may be the child 
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whose approach, being deep and narrow, is enabled to focus 
on the essential constituents of the communication to be 
attempted. EYSENCK (1968) says of the introverted type: 
if the introvert's activity is mainly in 
týe**;; ntal, intellectual sphere His 
emotions are easily aroused 
and such a conception would be expected to assist pupils in 
successful communication of mood through their melodies 
since it is reasonable to suppose that those who have a 
stored wealth of experienced emotion as part of their 
schemata, should be able to effect recall, albeit with 
varying degrees of success, of relevant parts of it when the 
situation demands it. He further supports this contention: 
If we would expect extraverts to be difficult 
t; o;;; dition and introverts to be easy to condition. 
This deduction has received experimental support. " 
It is probable that the way people respond to the mood 
of music is a learnt behaviour within a culture (the 
incomprehensibility of much primitive oriental music to 
the occidental mind is notable) and such learning has 
connections with conditioning. EYSENCK (1960) concluded 
that introverts tended to maintain the habits they had 
formed and were less likely to allow them to be modified: 
in which case it seems reasonable to suppose that the 
subjec'-ts in, this investigation, if intmverted, could be 
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expected to be considered to remain in their place on the 
continuum felt to exist between being "efficient or ineffic- 
ient" in the reception of communication. However, this 
variable is notunder scrutiny. 
_________ 
Personalitv. 
JOYCE (1972) said: 
"Personality is the psychological 'style' of an 
individual, the rather consistent foundations on 
which reactions to life situations are based. Personality is what gives our friends and close 
acquaintances a chance of predicting our responses in given circumstances. " 
This concept of personality as the presentation of a charac- 
ter has roots in Greek drama and the PBRSOITA, the theatrical 
mask worn by players to enhance the audience's perception of 
the character portrayed. But real life is more than donning 
a mask although the effect may be similar. The mask cannot 
alter its form but a real character can be seen to change 
according to its interaction with the environment. BBECH 
(1972) points out that in life situations overt action is 
compounded of the biological structure of a person and the 
social environment he is in. Additionally, the theories of 
FREUD (1901) had, at the turn of the century, suggested that 
what a person was thought to be, what behaviour a person 
adopted was a fusion of what he wished to do and what he 
decided it was permissible to do, the resultant when part of 
the subject's schemata, contributing to his personality. 
HOWRER (1950) had, however, already modified the idea of 
man as purely a reactive creature. He suggested in his 
model that people-may well have developed habits, inherited 
and acquired drivesp , but they shape their behaviour by 
taking thought. What they feel as a result of what they do 
or propose to do may be reflected in any artistic expression 
that may follow; and this is the basis of some strategies 
of psycho-analysis. As regards music and personality ..... 
and this is mentioned bearing in mind the reservations of 
MEYER (1965) which receive comment shortly ..... MITCHELL 
(1950) said: 
...... each piece should be considered as an 
expression of the personality of its creator. " 
However, there is the problem of reliable interpretation in 
such conjunction. It cannot be certain that in every case 
the composer's personality is indeed reflected in his music; 
as EBYER (1965) warns, emotional response may well be modif- 
ied from what would instinctively be felt to what may be 
deemed suitable as an imitation of the behaviour shown by 
others. With this in mind, it must be accepted that the 
pupils in the sample who were asked to compose certain types 
of tunes could well have been inhibited by desires to 
produce what they considered the investigator would 
like to 
have from them. 
Present thought tends to draw a distinction 
between the person as a receiver of sensory 
inputs to which 
he reacts as does the eye's pupil 
to the lightp to the 
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person as an active participant in the making of decisions 
even perhaps unconsciously as to how he will respond. In 
this respect, that personality is some kind of force 
(*see footnote) driving people from within is modified to a 
belief that persons have ways of construing reality, and 
because of the way in which the reality is construed, the 
'cognitive style' used, will vary between subjects, and 
responses can be different. Rather than see personality then 
as a force which is uni-directional and proceeding from . 
within an individual, it should perhaps be thought of as' a 
response to a situation in which the person finds himself; 
and this is an interactional view. 
BROVERMAN (1960a, 1960b, 1964) with 
regard to cognitive style, defined it as: 
it relationships between abilities within 
i; aiv"ieduals. " 
whilst the uniqueness of interpretation by individuals of 
the inputs of experience which are part of the interaction 
has been commented on by CONIMIN (1969): 
"It appears most researchers conceive cognitive 
styles as a superordinate construct which is 
involved in many cognitive operations and which 
accounts for individual differences in a variety 
of cognitive and personality variables. " 
In order that the personality shall be 
"He has a strong personality. " 
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able to respond then, the individual must not only perceive 
an eventt but also understand it; and understanding can come 
about only if the perceiver is able to make a meaningful 
link between the event and similar events within his * 
experience and environment. Por instance, were a Chinaman to 
hurl abuse at someone who had no knowledge of the Chinese 
languageg possibly the only response would be one of puzzle- 
mentq or of amusement even. There would be no meaningful 
link for an accurate cognition. If the language used however 
were known the response could be totally different. But even 
then, depending on the individual, the response might be mild 
annoyance, harsh retaliation or physical retreat. Further 
exchanges might resu-1t in changed patterns of behaviour 
within both parties as further interactions came about. With 
respect to the hypothetical situation above, it is noticed 
that MISCHEL (1973) proposed that there are three areas to 
consider in thinking of personality. He maintained that 
personality is determined by situationo variables within the 
person and by what the person has already experienced. These 
three factors interact and as LEVY (1970) says, the person 
evaluates the data like 'an inform tion-processing system'. 
And he goes on: 
1113ehaviour is not considered a direct function 
of external events biit of the person's inter- 
pretation of those events. " 
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and: 
it 0* the stimulus value of both internal and 
ei;; rnal events depends upon the meaning given 
them by the individual, who is conceived of as 
actively engaged in their organization and 
interpretation. " 
The processes -used in interpreting 
the data have been separated out by XAGANj MOSS and 
SIGBI (1963) who say: 
"One particular style involves the tendency to 
analyze and to differentiate the stimulus 
environment in contrast to categorizations that 
are based on the stimulus-as-a-whole. 1' 
This comes nearer the present research in that it indicates 
two possible ways in which the listening sample may have 
operated when categorizing the tunes they heard, and their 
further writing (P-76) could indicate for this research that 
some children may have responded by virtue of their feelings 
whilst others may not have allowed feelings to enter into 
their operations; perhaps they adopted analytic, inferential 
or relational models to guide them to conclusions. In such 
ways might personality influence mood categorization. 
Referring to the analytic methodo KAGAN, ROSMAN et al (1964) 
add that the use of such a concept must not be influenced 
by 'popular' associations but the child must consider what 
alternative responses are open to him. He defines such 
reflection as: 
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the consideration of alternative solution 
h;; ý&ses (either classifications or problem- 
solving sequences) when many alternatives are 
available simultaneously. " 
and of course, such a situation fits the Imodus operýandil 
of the children's part as listeners completely. 
WRIGHT and KAGAN (1973 edn. ) point o-at 
that the alternatives referred to in the above quotation may 
not all enter the intellect for processing simply because the 
subjects may lack previous experience upon which to base their 
apprehension of them and they continue: 
"Selection is a positive process, not a negative 
one. Perceivers pick up only what they have 
schemata for, and willy-nilly ignore the rest. " 
They hold, unlike AITASTASI (1958), that there is no mechanism 
for filtering out some perceptions to allow others through to 
the intellect and maintain that however complex the percept- 
ions available they can be perceived provided the subject has 
the necessary schemata developed after training and experi- 
ence to perceive all there is. A practical example of the 
foregoing ideas, might be to consider some people in an 
audience listening to , say, a set of variations for orchestra. 
The intellectual student of music present may be rapt, not 
so, much on the'impact of all that sound as, 
in his analytical 
mind tracing the various metamorphoses of 
the motto theme. 
Another person, less musically sophisticatedt may 
be more 
concerned in keeping some sort of 
thread running through the 
work by struggling to find corresponding 
identities in 
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in sections of the piece by referring them to 'what they are 
like' e. g. that horse-galloping bit. Yet another might try to 
know what is happening in the music by watching which group 
of instrumentalists are receiving the conductorts attention; 
there may even be a young unwilling nephew escorting his 
elderly music-loving aunt. He can fight off boredom only by 
admiring the flaming red hair of the lady principal viola! 
All the psychological inputs are there, but what each person 
does intellectually is a function of what his previous 
experience tells him he can do, because he has developed the 
responses to what his senses convey to his mind. If this is 
so, it can only serve to underline the importance to the 
teacher of developing his own schemata, whether musical or 
perceptual of people and their reactions to the musical 
experiencep for only then can he hope to be able to guide 
those who seek help to fuller understanding of the appeal of 
music. As WRIGHT and KAGAIT (1973 edn. ) say: 
"The more skilled the perceiver, the more 
he can perceive. " 
and that surely applies equally to teacher and taught. 
The use of the term 'analytic' above has 
taken on another facet of meaning from the generally accepted 
one of looking at the parts that make the whole. A use of 
this word has developed to describe the way in which one 
-sb- 
component or perhaps more than one, of a group of stimuli 
to the inteliect appears to stand out, or Idisembedt itself 
from the others which are accepted as a background. WRIGHT 
and KAGAN (1963) were at some pains, to make clear the use of 
the word 'analytic' in their work on perception, as indicat- 
ing a disembedding function. In reference to the previous 
conception of analysis and synthesis as against the alter- 
native usage taken by WITEIN (1954), they said; 
"Some children are splitters, others are lumpers. We have called the former response an analytic 
attitude and believe that it Is related in some degree to Witkin's notion of field independence 
versus field dependence. " 
and WITKIN (1959) was himself definite about his use of 
the word tanalytics: 
"When we use the term analytic, we refer quite 
specifically to the ability to overcome an 
embedding context, that is, to experience an item 
independently of an organized field of which it 
is part. " 
Disembedding, lanalysing', in a musical context presents 
special problems. In melodic writing, the figure and the 
ground cannot co-exist, and when a person listens to the 
Ck IJVVIE 
figurep memory, is called into operation. This is N 
different 
from visual tasks, like looking at a painting, because in 
that representation, all the components of form and colour 
co-exist and different search strategies are called for. 
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There are also different problems between visual and aural 
disembedding to do with time. Visual disembedding can be done 
within a time span chosen by the viewer; the pace of aural 
disembedding is set by the progress of the music; and no 
back-tracking can take place either, except through memory 
which may mislead. With music, as DAVIES (1978) says: 
"If a person gives a wrong answer, it's difficult 
to say whether he failed to disembed it, or whether he forgot before he got that far. " 
That observation suggests that the perceptual strategy 
employed is limited by memory, a view expressed earlier by 
GI13SON (1969): 
some sort of memorial representation of the di;; i*n*guishing and invariant feature of a stimulus 
object or event is involved in differentiation of it from other: objects or events 
Differences of opinion exist as to what 
the intellect does when the perceived input is being processed. 
On the one hand, BRUNER (1957) suggests that the mind seems 
to hold what mi&t be termed 'categories' built up from 
previous percepts and all new percepts are compared with these 
from various cues in the stimulus. This model could in fact' 
fit into this research, for it could well be that some 
children categorizing the mood tunes they hear, do so by 
analogy with music previously heard. However, ANASTASI (1958) 
adds further insight when he writes: 
nPerception is not a process of matching to a 
representation in the head',, but one of extracting 
the invariants in stimulus information. " 
But that again, is part of what this research is about; the 
existence of components in tunes, the 'invariants' which if 
perceived, assist the subject to make a categorization of the 
mood of the music. Possibly it needed WITKIN (1960) to point 
out that the analysis and extraction of particular parts of an 
input have some dependence upon not only personality but -upon 
maturationt whilst VERNON (1960), developing the folk view 
that old heads cannot be put on young shoulders, proposes 
further: 
"Perceptual and reasoning abilities improve through 
natural maturation; but they also require ..... encouragement and help from adults. " 
and the need for this support is documented byv amongst 
others, TORRANCE (1962) and FMARNS (1941). 
The Personal Construct Theory as viewed 
by KELLY (1955) may go some way to uniting at least two views 
so far implied viz. that personality is affected both by 
conditional response and by a more deliberate purposeful 
, hypothesizing within 
the intellect. He claims that the input 
itself cannot be defined as specific or even objective; and 
that the only course open to a person is to interpret events 
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constructs, which become valuable to advance further 
understanding and provide some bases to predict future events. 
The totality of his theory in fact, is based on the view that: 
"A person's processes are psychologically 
channelled by the ways in which he 
anticipates events. " 
PECK and WHITLOW (1975) crystallize thus: 
"The person understands the world in terms of 'constructs' (concepts) that have predictive 
utility for him. Thus a construct is more than 
a mere label; it is a way of predicting future 
events. " 0 
and the sort of construct system a subject develops defines 
his personality. 
Some affinity is apparent between 
constructs and typologies, each resulting from a fusion of 
common ground from what is perceived. Eventually of course, 
the latter become stereotypes and although these can be the 
root of prejudice they do, as VERNON (197ý)says, help us: 
11 to classify and respond to the infinitive (S(c) 
di1; v;; r; ities of people we meet 
Since the characteristics, traits, attitudes can be pigeon'- 
holed for use in anticipation. As regards hearing NEISSER 
(1976) says: 
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"The listener continuously develops more or less 
specific readinesses (anticipations) for what will 
come next, based on information he has already 
picked up These anticipations ..... govern 
what he will pick up next, and in turn are modified 
by it. Without them, he would hear only a blooming, 
buzzing confusion. " 
This view of the development of anticipation with regard to 
music is a fascinating one. It has connections. with the 
ability of experienced listeners to be able to assimilate 
more quickly at first hearing a melody by, sayo Mozart if 
they are already well-stocked with Mozartian idiom; the first 
hearing of, say, a Shostakovich melodic line however, might 
not be as readily assimilatedp certainly not if the listener 
works within the constraints imposed by Mozartian idiom. 
There is little possibility of anticipations being used, 
dependent as they are on previous knowledge. The same could 
be said for other aspects of music such as harmonic basis 
and orchestration. If this argument is applied to this 
research, it is a matter for some speculation if young children 
are able to anticipate the character of the melodic line of 
the tunes composed by their peers. Whilst the extra- 
curricular musical experiences of radio and television, 
together with the playing of records at home will have their 
, effecto it is not considered 
that these will have had a'major 
influence upon the anticipations? at least of melodic line, 
since the character of the music composed by the sample bears 
little resemblance to them; this can be made evident if the 
taped tunes included within the covers of this volume are 
played. Can it be inferred thenp that their anticipations are 
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more likely to be based on those components of the tunes which 
are shared with the standard repertory in the musical 
heritagev such as rhythm and speed? 
Gestalt. 
It is a matter of co=on ground that aI 
melody evolves when sounds of various itches follow each p 
other rhythmically in a way found acceptable to those who hear 
them. Howeverp the work of the gestalt psychologists has 
shown, by implication, that whilst our perception of each 
note of musical stimulus is essential to accepting successive 
notes as becoming a tune, more is needed from a listener 
before he in fact perceives the melody as an entity; 
MEYER (1965) says this: 
it 11 ..... is rather a matter of grouping stimuli into patterns and relating these patterns to 
one another. " 
This procedure of putting together the parts to make the 
whole so that a listener is able to respond, points up the 
fact that the tune has become something more than the sum of 
parts; a relationship between the parts, not at first apparent 
now emerges, rather like the appearance of the photographic 
print when it is being rinsed in the developer. ADCOCK (1964) 
says that: 
it we have not only entities, but relations 
b;; ý;; n the entities whereby they can enter into 
larger wholes. " 
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The gestalt concept of parts and wholes has some place in the 
"Signification Theory" about which BEARDSLEY (1958) speaks. 
He maintains that to 'understand' music, whatever that may 
mean, is: 
to organize its sounds into wholes, to 
grasp its sequence of notes as melodic and 
rhythmic patterns, to perceive its kinetic 
qualities and, finally, the subtle and 
pervasive human qualities that depend on all 
the rest. " 
It may well be that those pupils in the experimental sample 
under review here have, as far as those who were able to 
c ommunicate are concerned, the gestalt quality of ability to 
organize into meaningful wholes, if they are tune generators, 
or the ability to perceive the qualities in those wholes, if 
they are listeners. Possibly, their ability to do this is a 
factor of their ability to separate figure from ground, to 
separate the experiential meaning of a particular melody from 
their store of all other experiences. 
WYBURN et al (1964) refer to two further 
principles of gestalt psychology and these may bear on this 
research. They write: 
"The second principle is that of ? segregation' 
and Idifferentiation' by which the patterns of 
stimuli form certain structures in perception 
owing to their special properties. The third 
principle is that of 'closure' by which 
incomplete structure patterns tend to be 
completed in perception. " 
It is central to the main hypothesis of this research that 
children must in some way perceive, both as tune generators 
and as receivers, special qualities in the components of the 
music composedv qualities which further the successful 
communication of the intended mood. As well, it may be that 
the success of listeners in recogizing the particular 
-qualities which communicate a mood, may be a function of their 
ability to 'take a hint' from the limited amount of inform- 
ation supplied; in other words to use 'closure' in order to 
add to and complete a perception. However, the problem is 
that there is no guarantee that the closure used is supplying 
the additional material that might have been supplied by the 
tune generator had he decided to give it in full. This 
clearly would lead to doubt as to whether the intended mood 
will in fact be perceived. It further appearsp following the 
work of PEMBERTON (1952) that there could be a link between 
closure, and cognitive and reasoning ability. 
The concepts of schizothyme and 
cyclothyme were introduced by KRETSCHMER (1925) and their 
connection with the tendency to behave in analytic or 
integrative ways was noted. ANASTASI (1958) suggests that 
some are 'synthetic$ perceivers? others are $analytic'. As 
far as music is concerned, i-b is an open question whether 
indeed there are these two classes of perceivers; it would be 
interesting to see if listeners in fact operate one way or 
the other, although IGAGA (1974) suggests that whatever may 
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be done, in, the listening process: 
11 parts are so interwoven and 
iýt;; Lpendent that it is difficult 
to isolate them. -" 
d. Attention and Response. 
BIMOFF (1933) linked perception with 
attention when he stated: 
"In order that the act of perception be 
successfully performed, there is also 
required the appropriate field of 
attention in consciousness. " 
This raises a question in the present enquiry, namely that it 
may be that a tune varies in its efficiency to be communicated 
not so much because of its intrinsic content but because of 
varying degrees of attention by the auditors or even, during 
a particular tunev by a particular auditor. Further, since 
JEVONS (1871) showed that there is a limit to the number of 
objects which a subject can discriminate, it may also happen 
that music contains too many elements for some auditors fully 
to perceive all the information necessary to a successful 
communication. Indeedp MOLES (1968) has said: 
"The individual receptor has a limited capacity 
... for the apprehension of 
information ..... 
and continuesp saying the 'the musical message' 
is 
'in general overwhelming'. Further, he declares: 
"The receptor assimilates not the whole thing, 
but fragments, chosen either randomly or 
according to rules 
and it thus seems reasonable to suggest that if attention is 
insufficient, 'fragments' essential to the communication are 
going to be overlooked. AVERBACH and SPERLING (1960) add a 
further complication to the process of perception when they 
point out that attending to incoming information is but one 
aspect of the process; perhaps equally important is the 
ability of the auditor to store the various inputs long enough 
for a conclusion to be drawn. They refer to: 
the interesting fact 
decays very rapidly It 
intake of information by the 
limited, b-ut rather the time 
the stimuli and report them, 
they could be stored. " 
that ..... information 
was not the immediate 
senses which was 
it took to identify 
and the time for which 
EMPSOIT (1947) had apparently had similar thoughts on the 
matter, for he refers to the need to hold a 'variety of 
things' in the mind long enough for criteria to be applied to 
them simultaneously. BROADBENT (1958) howevert suggests that 
in the process of assimilating informationt listeners discard 
part of the information which reaches the ear. He attributes 
the degree of discarding and what is discarded to the experi- 
ence of the listener. As regards the children who listen I 
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to the music samples, it must be to some extent fortuitous 
whether or not the information vital to the communication of 
the intended mood, unless both partners to the communication 
have had sufficient musical experience earlier, is discarded. 
It may be that such earlier experience indicates what may be 
without loss discarded. In the absence of any authenticated 
method of appraising such experiences, it is probably not 
feasible to ascertain this. What does seem certain is that 
I as QUASTLER (1955) mentions, more information is often ý 
supplied than is perceived. MOLES (1960) sums up succinctly: 
"TO PERCEIVE IS TO SELECT; to apprehend the world 
is to learn the rules of perceptual selection. " 
ABERCROMBIE (1965) is Of similar opinion and approaches the 
idea of perception thus: 
our reacting to the present bombardment 
of information involves ignoring some of it, 
seizing the rest and interpreting it in the 
light of past experience in order to make as 
good a guess as possible about what is going 
to happen. This may be called a process of 
JUDGEENT; that is, making a 'decision' or 
conclusion on the basis of indications and 
probabilities 
it would be erroneous however, to believe that a subject 
perceives all stimuli that are available; as BARTLEY (1969) 
suggestap not all stimuli in fact stimulate. IMURN et al 
(1964) say that perception is influenced by many factors, and 
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it may be inferred that the reception and response to stimuli 
are modified by: 
it the effects of details in the objects 
p; 
ý;; Ived, the mental setting which makes 
perception possible, attitudinal factors, and 
quasi-inferential processes ..... there is no 
perceptual situation which is not dominated 
by some part of the material such as an odd or 
apparently incongruous aspect or feature, the 
disposition of figures and their relative 
emphasisp or the suggestion of familiar 
objects. " 
The idea of multiple effects Of stimuli can well be seen in 
figure-ground effectsp such as the 'PETER-PAUL' goblet and 
the FMLBR-LYER illusion. As GUGORY (1972) points out, 
perception is a matter of subjectivity; objects are seen as 
reconstructions from a particular point of view; change the 
viewpoint and reality may become unreal! This may well 
account for the changing perceptions that some auditors may 
have for the music they hear; for instance, and pertinent to 
this research, six-eight rhythm may be perceived as triple 
pulse but re-heard (even mentally) only seconds later, as 
duple pulse. DREVER (1960) refers to this concept of 
perception as that of Jetimulation'; 
...... an attempt to give an orderly account 
of how things look under various conditions of 
sensory excitation ..... 11 
but suggests also that amongst four approaches to under- 
standing perceptionp there is the 
lassociationt approach. 
it would seem that for some people this approach 
is apt to 
music, for to some listeners some musical 
content is 
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describable by simile. However, this very fact is responsible 
for much of the problem in trying to decide what music 'means' 
since words are not sufficiently precise in their import and 
this could account in part for discrepancies in the way that 
children perceived what they heard in the melodies to which 
they had to listen. For example, LEGGATT (1974) said: 
11 a child might consider 'dreamy' to mean 
whoa*; 
*; 
an be descriptive of a part of sleep 
while another thinks it applies only to a 
'pop' idol! " 
IffA-W (1927) refers to the association approach when 
classifying listeners into types. He concludes that most 
people's response to music is a mixture of association, 
sensations, colour visualizing and critical analysis. It 
would seem reasonable to suppose therefore that the final 
percept is brought about by the responder making many 
appraisals. These are, in turn, the outcome of an inter- 
action between the incoming information and an existing 
schemata formed of what has gone before. DIXON (1972) says 
that this fresh percept is itself stored and: 
becomes a determinant of future perception. " 
ADCOCK (1964) observes that percepts are the result of 
another interactionp that between what is dependent on 
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learning forming the schemata, and what is part of the 
perceiver's innate ability to organize the incoming 
perceptions. He further posits that perception comes about 
through the human exploratory drive which assist the: 
it coding of the universe in a representational 
s;;;;; which will enable us to carry out appropriate 
actions to satisfy our needs. " 
and this concept links with some already hinted at in the 
introduction to this chapter. 
Codeoconservation. 
Reference in the quotation above to the 
process of 'coding of -the universe' is commented upon by 
KOESTLER (1964). He demonstrates that ordered behaviour is 
governed by a set of fixed ralesp termed by him 'the code'. 
Such a codep he affirmsp enables the person to formulate a 
matrix of possible behavioural. responses to what he perceives 
to be his needs so that he may cope with his immediate 
environment. Just what course of action he adopts will be a 
function of the limiting features of the environment; out of 
an appraisal of these features, a strategy will be designed. 
This model of 'code - matrix - strategy' is one which 
demonstrates the processes adopted by the pupils in the sample. 
The pupils, in order to be able to communicatep perceive, 
00* 
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whether intuitively or cognitively, the 'rules' common to 
all tunes that embody a particular mood; they somehow 
possess the matrices of information and, when a composer 
of a mood-tune performs his music, the listener determines 
his strategy to help him decide on the type of mood being 
communicated. The process by which the communication takes 
place is both perceptual and reasoning; in this process it 
may be inferred, after WITKIN (1960), that age, intelligence 
and personality play an inter-related part. Further, 
VERNON (1960) writes: 
"Perceptual and reasoning abilities improve 
through natural maturation; but they also require 
the opportunity for exercise, and they require 
encouragement and help from adults. " 
I 
It seems that what passes for musical communication may well 
be possible of cultivation if the above writer is correct, 
since communication is a matter of both perception and 
reasoning. It could be said that the perception has led 
to an awareness of meaning; 
I/ 
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as ADCOCK (1964) asserts: 
"We might argue that the whole point of 
perception is meaning, and that to perceive 
without finding meaning would not really be 
to perceive at all. " 
Aesthetics. 
To omit any reference to Aesthetics in 
this research would be unthinkable; yet because of the scope 
of the subject and the comprehensive literature pertaining 
to itt the investigator may well be charged with paying scant 
attention to the subject in the few following lines. It is 
considered however, that since this research is not into the 
aesthetics of communication through music as such, what 
follows could be acceptable if recognized as an acknowledgment 
of the intrinsic and underlying importance of a study of 
aesthetics in any musical considerations. 
A definition of the concept of aesthetics has been 
given as: 
the science of the beautiful in nature 
and the fine arts. " (Nuttall's Dictionary). 
f Iloweverv it would appear that this is a meaning altered 
somewhat from the implications of the original Greek from 
ý S2. 
which it came. FOWLER (1950) says the adjectival form, 
'aesthetic': 
was introduced into English to supply 
SENSE OF BEAUTY with an adjective ..... 11 
but that etymologically speaking, the word means; 
concerned with sensuoua perception. " 
Indeed, the NUTTALL dictionaryp referring to this adjective 
'aesthetic' gives the derivation as: 
IlGr. AISTHANOMAI, to perceive with the senses". 
The medical use of lanaesthetic' which implies a dulling of 
the senses cannot pass unnoticed; but what 
-is noticeable 
is 
that no mention of beauty is made nor would it seem proper to 
infer any suggestion of $the beautiful' from it. The body of 
opinion rejecting the idea that beauty is inherent in music 
is joined by LUNDIN (1967) who says of beauty: 
"Rather, it is a property which the organism 
has IMPOSED on the object. Any object can be 
beautiful if It elicits a response of the 
organism which by its very characteristics 
may be labeled aestheticOll 
Another elucidation of the term is made by HOWES (1956) 
- T-S- 
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"By derivation the word means 'appertaining to 
perception' and perception is the primary 
organisation of our sense impressions, i. e. 
it is a kind of knowledge obtained through 
the senses. Aesthetics is thus the science 
or study of sensuous knowledge. " 
Doubtless HOWES (1956) had realized with MEYER (1965) that 
earlier philosophies like those of Helinholtz, Wundt and 
Stumpf based as they were on an assumption that music was a 
form of pleasurable sensation, were responsible for 
formulating an aesthetic which was based on liking and 
disliking and a search for sensationalist definition based on 
beauty. MEYER (1965) says: 
"But beyond a description of tested pleasure- 
displeasure reactions to simple sounds or 
elementary sound complexes this approach 
has not taken us ..... 11 
A similar position is adopted by READ (1950) who says: 
11 identification of art and beauty is at 
tý; *L; ttom of all our difficulties in the 
appreciation of art ART IS NOT 
NECESSARILY BEAUTY ..... we find that art often has been or often is a thing of no beauty. " 
REVESZ (1953) though, holds that to maintain that: 
it ..... music has only an emotional 
impactv 
delights or saddens us, affects us stronglYp 
stirs our feelings 
. -S*- 
must necessarily condemn listeners to the 'extra-aesthetic 
sphere of musical effects'. He says: 
"We must hold fast to the thought that the 
musical-aesthetic, the beautiful in music has 
reference to the AUTON014OUS EMOTIONAL EFFECT 
OF MUSIC which can arouse responsive feelings and create an aesthetic experience. " 
Later in his argument REVESZ (1953) claims that the main 
aim of music should not be direct emotional effect, since 
this would remove it from the field of aesthetics and bring 
it into the orbit of everyday emotional experiences. 
SEASHORE (1938) gave the conveyance of meaning to the listener 
a high priority in aesthetic experience, but SCHOEN (1940) 
opposed this idea diametricallyp considering meanings only of 
small influence in the aesthetic experience. It could well 
be that LUNDIN (1967) comes nearer to the truth of the matter 
when he writes: 
"The aesthetic experience is a combination of 
many psychological activities. At any one time its main characteristics may be affective, at 
other times highly intellectual, and at still 
others almost entirely sensuous. " 
if that position can be ac'cepted, it may be possible to 
accept the various criteriap paraphrased by RBIMER (1970)- 
Writing three years after LUIMIN (1967) he draws together 
from musical literature an evaluation of the claims of the 
Absolutists and the Referentialists. However, REIMER (1970) 
does go somewhat further (pp. 24-25) and he says that he can 
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argue the case that: 
"Absolute Expressionism does in fact 
include the elements of truth found in both 
Referentialism and Formalism. " 
However, REIMER (1970) recognizes a dichotomy between the 
two viewpoints and states: 
"But while Expressionism cannot accept 
non-artistic meaning as central to art, it also 
cannot accept the Formalist notion of the intell- 
ectual, removed-from-life nature of aesthetic 
experience. " 
He goes on to make the case for the acceptance of the Position 
that 'the qualities of which all human experience is made' 
are the very qualities which people recognize as being 
embodied in aesthetic experience; and the common ground is 
"felt by the perceiver of the work as 'significant"'. 
The position taken in this research is 
that any conception of tbeautyl as being essential to aethetic 
appreciation is inadmissible. It seems feasible that since 
two people can see a pot and one can. liXe the sh4pe.. while 
another may dislike it, the pot cannot simultaneously 
have pleasing qualities and unpleasing qualities. The 
assessment of the qualities is completely 
in the ascription 
I 
of the beholder. Similarly with music, 
two people may hear 
music as being on the one hand cacophanous and on 
the other 
hand mellifluous; but if heard by 
the two listeners at the 
-5(0- 
same performancef it is the same music. Manifestly, the 
character of the music is not in it, but ascribed to it. It 
is claimed that this position is allowable in any consider- 
ation of the tunes composed by the pupils in this research. 
Clearly, they meet the requirement that they can be received 
sensuallyg in that they can be heard. Further, the tunes are 
pitchedv rhythmic and contain other elements such as metre 
and dynamics, all of which are perceivable by sense. Whether 
tunes composed by the children have aesthetic merit --- if 
that word be used in the sense already discardedp namely 
that they are in some way 'beautiful' --- is in any case 
beside the immediate point. The research is not primarily 
concerned with making value-judgments on the supposed merit 
of the pupils' tunesp however that might or could be judged, 
although as a side issue it was thought to be of possible 
interest to make a small enquiry in which this aspect could 
be included. Furtherp it is claimed that to refrain from 
making value-judgments is defensible in the light of the 
position adopted by REDIER (1970) who states: 
no mention has been made of liking or 
judging as elements in aesthetic experience.... 
neither is a proper component of aesthetic 
experience. " 
In this research, a crucial problem 
concerns how the aesthetic response by the listeners to the 
composers' music can be described. If it were described by 
- 3_I. - 
asking listeners to dance it, mime it, paint a picture or 
sculpt an object relating to it - all perfectly legitimate 
pursuits in anotherý context -- the results being themselves 
open to infinite interpretations would further confound the 
problem. It seemed to the investigator that even though 
there are crticisms that could be made of a verbally-based 
vehicle of description, this was the method least likely to 
cause confusiong and he has supported this elsewhere 
(LEGGATT 1974). If antiquity indicates respectability, 
BUJIC (1975) says that Monteverdi began a process which: 
resulted in the formation of an elaborate 
system of musical rhetoric in which certain 
musical figures were said to express particular 
states of mind: calm, anger, agitation, etc. " 
In this research, the method of categorizing tunesp being a 
verbal onev gets away from what WITTGENSTEIIT (1958) alleged 
must be done, namely, that to 'explain' music, the comparison 
with something else was the sole method allowable. LEVIS 
(1977) suggests that verbal response to music is more reliable 
and believes this response is brought about through the 
action of experience. 
However, REMER (1970) probably should 
have the last word when he indicates the interactions central 
to the aesthetic experience: 
,: ý 9- 
"Only one thing can properly influence aesthetic 
reaction. That is the aesthetic qualities of 
things themselves. To the extent that a person 
can perceive aesthetic qualities keenly, subtly, 
preciselyt sophisticatedlyp sensitively, his 
reaction can be keent subtle, precisep sophistic- 
ated, sensitive. " 
and he remarks: 
"The perception and the reaction are 
simultaneous and inter-dependent. " 
Emotion. 
The concept of emotiont particularly as 
it is related to musical experience, is difficult to deal 
with. This may be because It involves the listener equally 
with the creator of the music, at many levels of psychol- 
ogical and physiological effect. SHEER (1961) observes: 
"Everyone knows something of what is meant 
by emotion, but not precisely what. " 
in a footnote LOVELL (1973) writes: 
"Emotion is a Imoved' or 'stirred-up' state 
of feelings in the individual linked with 
some tendency ....... 
, WOODWORTH and MARQUIS 
(1963) share this view of emotion 
when they assert: 
"Emotions are stirred-up states of the individual. " 
while YOUNG (1973) enlarges on these descriptions thus: 
"I think emotional behaviour can be described as 
a perturbation, a departure from a normal level 
of non-emotional activity. " 
With regard to the generating of emotion 
within an organism, there appears to be some division of 
opinion. It may be that TOLMAN (1923) was indicating that 
there is some degree of reflex activity present in an 
organism which establishes an emotion. He says: 
"Thus., in fearp it (i. e. reflex activity) is 
an escape from the stimulus-object ...... 
However, he also points to emotions as being part of adaptive 
behaviour. He posits that an aroused emotion is not an end in 
itself; rather is it one pole of a bi-polar interaction with 
the stimulus situation being the other extremity. He indicates 
his belief that it is possible for the aroused emotion, 
through the behaviour which it initiates, to affect the stim- 
ulus situation. If this is so, it would support the hope 
held by the investigator concerning one aspect of this 
present research. In creative music makingt nothing succeeds 
like success. One purpose behind the enquiry is to seek to 
provide structure to the teaching given to pupils in the 
embodying of mood in music in the sincere 
belief that when 
.- Go-, 
children think practically about how they create their music 
they will simultaneously be setting up a situation in which 
emotion felt at the time will be further developed into a 
finer, more sensitive experience. Ultimately, a circular 
progression could be developingt whereby the stimulus evokes 
music which in its turn develops further emotions and this 
again, one hopes, will (tSA in further creativity. 
On the other hand, PBJ-BRAM (1967a, 1967b. ) 
considers there is more than a simple action/re-action 
basis to emotion. He considers that in some way, an organism 
develops a repertory of responses upon which it can drawp and 
that this repertory develops through the use of some form of 
'action bank'. The contents of such 'action bank' are the 
result of memory of previous experiences. HcDOUGILL (1928) 
had already written: 
"The true emotional qualities ..... spring to life and continue to color the experiences 
of striving 
The position taken by PRIBRAM (op. cit. ) implies that there 
must be some form of selectionp probably at a non-volitional 
level, and this is supported and added to by ARITOLD (1960) 
when she defines emotion thus: 
- (oi-, 
it **** the felt tendency toward anything ' iýtnitively appraised as good (beneficial), 
or away from anything intuitively appraised 
as bad (harmful). This attraction or 
aversion is accompanied by a pattern of 
physiological changes organized toward 
approach or withdrawal. The patterns differ 
for different emotions. " 
She is quite clear that an evaluation of the emotion- 
inducing situation must take place, and that for an emotion 
to be aroused, understanding and estimation are of crucial 
importance. This bears directly on the choice of the moods 
which was made in the original investigation (ILEGGATT 1974) 
and maintained for this enquiry. It would have been quite 
meaninglesst one supposes, to suggest to a junior child that 
he should compose a tune which was, for instancev choleric, 
as it is open to doubt that a young child would know the term, 
even if he had experience of the emotion! 
Mhus far, it is already apparent that 
LIIMSLEY 0 951 ) was percipient of the complications which 
begin to arise in any consideration of this subject. He 
states: 
"Emotion is one of the most complex phenomena 
known to psychology. It is complex because it 
involves so much of the organism at so many 
levels of neural and chemical integration. 
Both subjectively and objectively its 
ramifications are diffuse and intermingled 
with other processes. Perhaps therein lies 
the uniqueness and possibly the major 
significance of emotion. " 
- 
(D 7-- 
Herein of course, LINDSLEY (op. cit. ) is drawing, as many 
students of the theory of emotion do, upon views held by 
JAMES (1913), views generally linked with those of Lange. 
In his critique the basis of the theory is that bodily 
changes are effected as the result of psychological objects 
and situations. There is a mode of response already formed 
in an organism to determine the organism's response to a 
situation and this response has far reaching effects for the 
complete organism. It is argued that the bodily changes thus 
brought about are specifically felt instantaneously with the 
Input of the stimulus. He stipulates as an important basis 
for his views that there are visceral changes and that these 
are central to the sensation of an emotion. like TOLDIAN (q. v. ) 
James supports the opinion that the knowledge an organism 
has of its bodily changes is reflexive, but James moves on to 
maintain that it is the awareness of the bodily changes which 
is felt emotion. This implies that James did not see emotion 
as a cognitive process. Howeverp AVELING (1928) develops: 
"oe, the picturesque language Of William James, 
'we feel sorry because we cry, angry because we 
strikeg afraid because we tremble' and so on. " 
and he recognizes that previous experience causes an organism 
to develop a 'set' which proscribes the action it will 
initiate. He summarises thus: 
- (0 «"% - 
the order 
cognition 
second, conative 
the 'stirred-up' 
proper. " 
of events would seem to be: 
of a significant stimulus; 
$set' towards it; and, last, 
characteristics of emotion 
In the foregoing, the interrelation between responses of the 
body to external situations and the emotions felt, is 
implicit. Within the terms of refae nce which the researcher 
has set is the wish to see a greater relationship develop 
between the work of the teacher of music and the work of the 
teacher of dance drama. It is common for the latter activity 
to be performed to already available music which the teacher 
considers apt to the theme of the drama being enacted. Since 
music and physical movement are linked, could it not be that 
young children could derive more creative satisfaction if it 
were permitted for music to be 'Purpose-made' by the dancers? 
And may not the converse apply? Yay not originally conceived 
music be more evocative for movement, at the child's level, 
than much in the standard repertory? Possiblyp little 
relationship at present exists between creative dance and 
creative music because of the dearth of the latter. The 
present research may encourage through suggesting structure, 
ways in which children's creative music making can improve 
the situation. 
Some aversion to the ideas of James and 
Aveling is demonstrated by CIAPAREDE (1928). He calls the 
classic concept of emotion as quoted of 
James by Aveling, 
lantibiologicall and lantipsychologicall. In his criticism 
- (C)+- 
he writes: 
"To say as the classic theory does, that a 
situation arouses fear because we judge it 
to be terrifying, is either not to explain why 
we find this situation frightening, or to 
revolve in a vicious circle ..... to say with the classic theory that a situation makes 
you afraid because it is terrifying is to 
say that it makes you afraid because it makes 
you afraid. " 
and he dismisses the argument for circularity. 
WENGER (1950) has modifications to offer 
on the opinions of lange. Whereas lange saw emotion as the 
awareness of bodily changeop emotion inducinp,, visceral 
changeop Wenger considers the visceral response itself to be 
the emotion. He says: 
"We would distinguish between emotions per se 
only insofar as we can differentiate patterns 
of visceral changes, and we no longer would 
speak of visceral changes induced by emotion. " 
In considering emotion and the musical 
experience, YOUNG (1973) says: 
"The phenomena of human experience are always' 
relative to the point of view, outlook, motives, 
or attitude and cognitions of the experiencing 
individual. Human experience includes the 
perceptionsr memories, feelings, desires, 
intentionst plans and the like, of which the 
individual is aware. " 
it would seem that such experiences are the on-going 
- 
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phenomena of the mind; the part played by music is to 
effect some modification to the elements of mental 
behaviour so that the normal routine of the organism is, 
for the time beingt interrupted. A common psychological 
view of the origin of emotion is shared by RAPAPORT (1950) 
who refers to: 
memories of previous traumatic experiences, 
persisting motives and attitudes, personal 
identifications, unsolved conflictsp unrelieved 
frustrations, unexpected rewards, and the like. " 
On the other hand, ROGERS (1951) suggests that part of the 
nature of musical experience is the internal process of 
finding answers to personal aspirations, of becoming aware, 
possibly at an unconscious level, of how our behaviour can 
be modified. He sees a relationship between the power of 
the experienced emotion and its effect: 
if the intensity of the emotion being related 
tý*ýýe perceived significance 
, 
of the behaviour 
for the maintenance and enhancement of the 
organism. " 
YOUNG (1973) expresses the view that such an adaptive role 
in'teracts with the emotions so that as the organism is 
influenced by his aroused emotion to adapt to his environ- 
menty so the new behaviour enables him to experience emotions 
_U0 - 
I 
in a somewhat modified way; there must therefore be a 
constantly proceeding interaction in which he sees emotion as: 
.a dynamic relation between an organism 
aL*Ns environment. " 
It may be that such a view could go some way to explain how 
for instancey composersplater works appear to mature in style; 
consider the early and late quartets of Beethoven or his 
first and ninth symphonies. 
The view of the interaction continually 
proceeding between the behaviour of an individual pupil and 
his emotional maturing is one which meshes well with the 
present view of the school curriculum (MUSGROVE 1968) which 
aims at bringing about change in the Pupil's behaviourp this 
last word being used in its psychological sense. Music as' 
part of the curriculum, must take its place with all the other 
agencies which can effect this change, and it is probable that 
the creative element of music, as opposed to the purely 
reproductive, important though that can bep can be a potent 
instrument in bringing about change. 
In some way a musical experience calla 
up sensory impressions stored in the brain so that people, in 
varying degrees of arousalp are able to image the sounds. 
This, or courset is apart from and extra to the normal 
-(Ol- 
procedures of hearing. To hear the music is not sufficient; 
it must be listened to. SEASHORE (1938) makes the point that 
. 
those who are capable of becoming emotionally involved with 
musical sounds have a musical mind and says that the; 
"Music is essentially a play upon feeling with 
feeling. It is appreciated only insofar as it 
arouses feeling and can be expressed only by 
active feeling. " 
KRUEGER (1928) refers to the sensation which he terms 
tfeeling-LIZE1 and this points up the subtle distinction 
about what a listener feels; does he in factp feel the 
feeling or does he know the feelingg recognize that feeling? 
it is then, obvious that the imaging of sounds and the 
'feeling-like' will vax-j directly as the pre-school 
experiences of pupils, and as far as the junior child is 
concerned? his experiences at infant school too. From this 
it follows that there will be varying responses amongst 
children to the music they hear, and there will be varying 
degrees of success --- and failure -- in their communica- 
tion through original music. It will be the teacher's 
responsibility to diagnose which children are going to require 
his greater attention in order that they shall not, as 
adolescents in the comprehensive school, derive only some of 
the benefits to accrue from their musical education. 
BEPBURN (1965) referring to musical 
experience, asks: 
"Do works of art 'express' emotion, or 'evoke' 
it, 'represent' it, 'master' it, 'organize' it 
or 'purge' it? Or can they do several of these 
things -- or all of them? " 
Thirty years after SEASHORE (op. cit. ) he is of similar 
opinion with him that whatever the answer may bev the 
potential for what music can do to the feelings of a listener 
is not within the control of the listener but actually in the 
music. In support of his argur; ent he says that it is not the 
listener who wishes the dominant seventh or thirteenth to 
move characteristically; HEPBURN (1965) invests the tones 
themselves with a wanting so to move. Similarly: 
flIf the music modulates into a 'bright' key, 
the brightness is not my brightness, but 
the m-usic's. " 
But the musical experiencep according to HEpBUpjj (1965) is 
not, in whether one discerns the full range Of musical 
qualities in a work, but rather: 
one wants to say it is what the 
m-usic ..... does to you. " 
RUMICK (1936) suggests that at such moments of experience 
thelistener displays attention of a high order as: 
it " the emotion seizes everything 
in consciousness 
a; 
-! ýe moment and makes it its own. 
-&Cl- 
If for some reason it were not so, BBPBURN (1965) warns 
that the emotions: 
It will be only loosely related 
t; *iL; particular work. " 
Bearing in mind the importance of 
attention to the music, the investigator was able to provide, 
for both tune generators and listeners, a situation in which 
conditions for optimum attention were suitable. It seems to 
the researcher that under such conditionsp what BEARDSLEY 
(1958) terms the 'encounter', would be more likely to take 
effect and more successfully at that. Of this 'encounter' 
he says: 
"I don't have control over it; it is like standing in a rushing stream and feeling the stream's force. " 
But when the satisfactory conditions have been provided 
any further responsibility for the lencountert is completely 
that of the listener. SEASHORE (1938)p referring in another 
way to what MURSELL (1937) had earlier called 'the organizing 
and synthesizing activities carried on in the mindt says: 
11VThat a listener shall hear in music depends upon 
what he is, or is capable of putting into it, 
that is, hearing into it. Hearing is not a mere 
registering of sounds. It is a positive process 
of reconstruction in the mind of the listener. " 
- 110 - 
It seems to the investigator that the reconstruction of what 
has been heard before is in part, an important element of the 
experience to be had from music. Just as the very young child 
craves to have a favourite story re-read as many times as the 
patience of the reader will permit, so, it may well be, the 
music listener wishes to reconstruct, either mentally or at 
performancep events which he well knows are going to unfold 
musically. Music of worth has its magical moments of 
anticipationg such as when the solo instruments, almost 
imperceptably at bar 72 make their very first solo appearance 
in Mozart's Sinfonia Concertante, M 364), or the distant 
trumpet speaks in 'Fideliol; or the experiences in 
music such as these are myriad. It is a way in which music 
enables the listener both to travel hopefully and arrive. 
How to characterize what music actually 
does to the mind is a matter for introspection. The writer 
may say that for him, included in his own experiences are: 
the perceptions of tonal colour in Wagner; 
the criopt mathematical precision of the scherzo 
in the Second Pianoforte Concerto of Saint-Saens; 
the draughtsmanship of a Bach fugue which in spite 
of, or because of it, brings satisfaction; 
the ability to be transported musically and also 
historically by the early Baroque; 
but such descriptions can mean little to others because of 
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the imprecision of words. With reference to hypothesis 
given in Chapter One, it could be illuminating to attempt to 
find out what components of tunes made the listeners 
1% 
prefer one tune to another; but that is beyond the scope of 
this research. SOUTHGATE (1907) says that in an emotional 
state, there are several components. He claims that there is 
not so much a definite feeling which can be categorized and 
analysed but rather: 
It -0 an indefinite mood of which we are conscious bý; i*qhich it is difficult, if not impossible, to 
label and which is incapable of analysis. " 
GURNEY (1880) had complained of similar difficulties: 
I'llusic is perpetually felt as strongly emotional 
while defying all attempts to analyse the 
experience or to define it even in the most 
general way in terms of definite emotions. " 
However, much more recently YOUNG (1973) has considered that 
the nature of the musical experience hinges on 'the cognitive 
awareness of an inducing situation' butp invoking JAMES (1890) 
he posits that: 
an emotion is not a purely cognitive 
experience, but an awareness of such bodily 
changes as palpitation of the heart, cold 
sweat 
-12- 
However, it may well be that the time is ripe for a 
re-appraisal of the problem of what relationship exists 
between emotion and musicp particularly in regard to melody 
and perhaps making use of parts of the method designed into 
this investigation. 
Yet HEYER (1965), writing on the problems 
of depending on the evidence of the behaviour of a listener 
to music says that evinced behaviour can be quite misleading: 
"For conduct which might to an observer appear 
to indicate the presence of an emotional 
response might in point of fact be the result 
of a subject's daydreams, his observation and 
imitation of the behaviour of others, or his 
beliefs as to the kind of behaviour appropriate 
and expected in the given social situation. " 
InaJast those words warn of part of the problem in the 
possible enquiry mentioned above they also carry a caution to 
be heeded in the present investigation. Regard wasp however, 
paid to the views by HEYER 
(op. cit. ) and indeed expressed by 
othersp and this led directly to the abandonment of any 
musict about which the subjects might have 
developed specific reactions based on generally accepted 
conventions; although unfortunately it proves impossible to 
ensure thýt 
ýhe subjects are not at some point lapsing into 
daydreams. This has to be borne in mind when evaluation of 
re-sults is being made. 
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That there is more to musical emotions 
than the tcognitive experience' mentioned above by James is 
propounded by REID (1969) for whom musical experience is 
revelation. He agrees that there can be the ordinary percep- 
tions in art; what is seen is defined in terms of 'describable 
shapes, colours, patterns, images, conceptst. But on another 
level there is an intuitive flash of insight, what LEWIS 
(1951) phrased as: 
fi. oooo a miracle. Whereas we were blind we now see. 11 
The intuitive nature of this insight was noticed by HOITES 
: (1958) and bears directly on music as an experience, as 
something which happens to one. He suggests that the mind is, 
at firstv at work gathering to itself all the impressions 
created by the music but then: 
..... the new knowledge or the new thought 
always comes to you as a flash of light out 
of darlmess. In the darkness, you have been 
busy accumulating information but when 
the solution comes you are passive; it breaks 
upon your mind, it occurs to you, as you say: 
you see where a moment before you were in 
the dark. " 
The pupils who generated the melodies for this research had 
notp, as far as could be ascertainedv had any fox=al instruc- 
ti on in composition. It would seem reasonable to suppose 
that, the only way in which they could then. compose their mood 
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tunes would be intuitive; even allowing for trial and error 
there must have come that 'flash of light' which decided a 
child to use, or retain after trials, a certain note which 
seemed to be the only acceptable one. As far as the listeners 
were concerned, there surely had to be one moment when indec- 
isions over categorizing a mood tune were put aside and a firm 
decision was made. 
There would appear to be some agreement 
that the emotional stimulus preceding the musical experience 
deeply implanted in the mind, and in particular, that 
area which is concerned with creativity. GHISELIN (1952) 
asserts that: 
it human creative activity is rooted in the 
g;;; 
ýL life principle of self-duplication. " 
and it may well be that this urge to rationalize the wish for 
self-duplication stimulates the composer to produce original 
work which embodies aspects of himself. GUTMAN (1967) sees 
that musical creativity is self-involvingv and says that the 
stimulus for the creative process within a person, is $an 
involuntaryp automatic and compelling element' which is 
accompanied by 'strong emotions ..... involving not only the 
, mental 
faculties but the totality of the personl. ROGERS 
(1959) says that man wishes to actualize himself and develop 
to the limit of his potentials. There is a paradoxp however, 
in that the musical embodiment of what the composer isp may 
'75"- 
not stimulate the listener to an awareness of that embodi- 
ment, as intended. -The act of self-actualizing can come about 
surely only when the embodiment of the emotion in music is 
successfully communicated to a listener; otherwise it is 
difficult to understand that the self has in fact been 
actualized. From the viewpoint of this research,, this may go 
some way to account for the apparent failures some children 
had in communicating. Either the composer was inefficient in 
embodying his self in the music or, if the potential for 
communicating the embodiment was avaJ-Iablep the listener, for 
a variety of reasons such as boredomp inattention or 
confusionsp could not re-act to the potential Communication 
and effect it. In short, self-actualization can only be 
successfully accomplished when a rapport between composer and 
listener exists. SEASHORE (1938) may be adding to this 
argument when he says. 
"It has been said'that what a man shall see 
in a landscape depends on what he is; so in 
music. The ideas and feelings which 
constitute the response are the creation of 
the listener in his own image. " 
It would seem that when a person's 
emotions have been stimulated, that person feels a desire to 
continue to have the emotions stimulated. GORDON (1961) eays 
that creative people are compelled to go on inventing 
continually, being driven by hedonic response to know and 
- Ao - 
know again the thrill of their emotional satisfaction. 
However, CRUTCHFIELD (1964) sees danger in this, and writes: 
"The person who sets out to create something 
in order to 'express himself' is unlikely to 
create notably. The aim is too self-conscious, 
too ego-orientated ..... The truly creative 
act reflects a spontaneousp unpremeditated, 
outwardly manifested expression of a person's 
processes. " 
It is thus seen to be probably inevitable that for purposes 
of this research, where the acts of creation called for did 
not arise spontaneously within the subjects but were at the 
behest of the investigator, the melodies created may not have 
been true expressions of the processes of the children; but 
then the dangers and shortcomings of all-research which puts 
subjects under a clinical scrutiny are well recognized; but 
even so, these must be remembered as a contaminating influence 
on the findings. 
As has already been hinted earlier, it is 
relevant to a consideration of the nature Of musical experi- 
ence to note that the part played by-all the aspects noted 
above is not as private and personal to an individual as might 
at first be supposed. JASTROW (1928) observed: 
"The great majority of the psychic responses, 
the affective ones predominantly, move in a 
social milieu 
-1-7- 
whilst BRIDGES (1932) went so far as to believe that not only 
are emotional development and social development closely 
linked, but indeed the former may even be an aspect of the 
latter. YOUNG (1973) emphasizes the effect of societal forces 
on emotion and says that there is a: 
it gradual change of the nature of overt 
e;;! 
iLal. 
responses in accordance with 
training and social pressures. Thus emotional 
and social development go along hand in hand. " 
ITUELLER (1951) also recognizes the Influence Of group feelings 
on the awareness of the individual to music. Writing on the 
subject of musical taste he rem ks on the unending subjection 
of the listener to the reactions of all those around him; he 
is a 'participating member of a complex culture group. ' With 
these contentions in mind, it was thought imperative that the 
tune composers should work on their melodies privately and in 
isolation from their colleagues. As for the listeners, whilst 
group auditions of the tunes had to be undertaken for purposes 
of economy of timingy the method of recording categorizations 
under examination conditions and on paper obviated any 
influence by strongly opinionated spoken responses on others. 
Howeverp the effects of training and social pressures made 
before. the research commenced could not be obviatedp and must 
experimental 
be borne in mIncL- As A contamination of any findings made. 
1 
Ambiguity in Music. 
-79- 
The meaning which people ascribe to a 
f 
co=unication of whatever kind, is indissolubly bound to their 
perception of what has to be co=unicated. At one end of the 
spectrum, it is obvious that if no means of perception is 
availablet no communication can take place; the blind do not 
visually perceive the shape before them. At the other end of 
in 
the spectrump the blind person who has learnt to perceive,, a, 
tactile' way -of a tangible object may in fact be able to 
perceive more than does a sighted person whose visual 
appraisal of the object may perhaps be cursory. It would seem 
that what a person in fact appreciates in his environment is 
directly linked with the quality of perception he is able to 
employ. When a person is unable to perceive, or unable to 
perceive efficientlyp however that may be defined, he fails to 
respond intellectually and we might further sayp in agreement 
with ADCOCK 
(1964) that if no meaning is adduced, a person 
cannot really be said to have perceived at all. 
In all our study of the music composed 
by the young children in the generating eample It has become 
evident that perception by children in the categorizing sample 
of the moods embodied 
in the musicv displayed varying degrees 
of disagreement. It may be useful to specula-te about 
the 
reasons which could have given rise 
to this situation. 
ADCOCIC (1964) says: 
7LI- 
"The varied evidence of learning processes 
involved in the development of perceptual 
capacity could easily lead to the conclusion 
that all perception is dependent on learning. 
This is no more true than the older notion 
that we ar e miraculously endowed with full 
perceptual powers at birth. As with all 
psychological functioning, the truth appears 
to be that we are innately provided with 
capacities which develop under certain 
conditions. " 
However, it seems justifiable to infer that some perception 
does in fact depend on learning. For examplev we learn to 
invert the already inverted image within the eye and thereby 
perceive objects to be 'the right way up,. We perceive a 
voice to be that of-our mother, possibly because that voice 
has become linked with need-fulfilment. The speed of the 
learning and any decrement of the strength of recall of 
whatever feature of the environment, howevert are infinitely 
variable quantities over the population and such variation 
must inevitably bear upon the perception of the intended mood 
of the communicated tunes. 
Additionally, ADCOCK (1964) says: 
11 perception depends on memory. " 
and since memory is a function also infinitely variable in 
man it is straight f orward to assume that the pupils in the 
'investigated sample perforce vary in their abilities to recall 
early stimuli relating to their perceptions of emotion. 
-90- 
It may be useful too, to draw a parallel 
between aural and visual perception. The perceptual I 
phenomenon illustrated by the way that certain Pictures change 
quite dram tically when they are stared at ..... these are 
referred to by ADCOCK (1964) ..... clearly shows how it is 
possible that the same set of lines can, under certain 
conditionsp convey a quite different image. It would seem 
that an extension of this idea is possible to the aural 
perception of the tunes under review. May it not be that 
either the tune generators had a shifting perception, of what 
they were attempting to embody or that the tune receivers were 
thrown into a doubt between two, and sometimes threep possible 
types of mood communications; or both? ADCOCK (1964) assists 
greatly in clari: tying thia concept when he writes: 
"This changing of the perception while the 
stimulus pattern remains the same poses quite 
a problem ..... What we are presented with is 
a stimulus pattern, and it is from this stimulus 
pattern that we try to reconstruct reality. We 
have said reconstruct because we assume 
reality is there in the first place, but we have 
to be very careful to remember that we cannot 
compare out reconstruction with reality itself 
because we never know it except through our 
stimIus -Patterns. 
Yor the purpose of this investigation it is important to 
rep6mber that each listener is faced with the task of 
reconstructing the reality of what the composer intended with 
the added complication that the intention of the cOmPosition 
- si- 
may have been to produce a mood tune which was in some way 
ambiguous; or he may have done so accidentally but 
legitimately. 
Ambiguity in, sayp poetry, is a well- 
known phenomenon and is discussed by REDPATH (1965). Ile 
looks critically at what functions are borne within poetry 
not necessarily because the poet himself wishes it, but 
because the functions are somehow innate within the poetry. 
The poem, he says: 
it may mean something different from what tiLa*; et intended it to mean, may mean less p 
than the poet intended it to mean; may perhaps 
sometimes mean substantially what he intended. " 
He looks, critically also at the reader of the poem and 
maintains that: 
the meaning of the poem itself is neither 
more not less than the meaning, it has for an 
intelligent and sensitive reader or for'intell- 
igent and sensitive readers who undersýandý. the 
language. in. which. it is written. " 
_ 
In looking at the creator of the work and 
the reader of the work?. Redpath seems to be indicatin the 
.9 
scope -there is for ambiguous information to be I 
passed. 
CHARLTON,, (1970) presents an. interpsting. view that he'applies. 
directlY to music whenv, duringýa discussion on Susan Langerls- 
views, t, he, writes: 
-gL-- 
the same-, piece of music can be used by 
dlii;; ent hearers or on different occasions as 
a vehicle for the conception or intuition of 
different emotions a piece of music might 
be compared with 
2( )3ý( ) 
which we, can fill in with our 
own arg=ents. " 
Both authors conjoin with EMPSON (1947) in the respect that 
he says: 
"'Ambiguity' itself can mean an indecision as to what you meant an intention to mean'several thingsp a probability. that one or other or both of two things has been meantp and the 
fact that a statement has several meanings, 
In the mood tunes composed b the sample 
-Y 
it is 
, 
Possible that 
all these alternatives apply. For example, a ahild embodying 
'dreaminess' in his composition could be undecided as to 
whether he is to, embody a pleasant sensation or an Unpleasant 
onet_popsibly with 'nightmare-ishl qualities. Perhaps he 
mighý,, attempt a mixture. Perhaps a pupil does not use the 
same-, connotation of Idreamy' as the investigator. She might 
- perceive 
pertain feelings aroused by a tpop, star as 'dreamy'. 
It seems likely that music is, peculiarly' 
subjýct, tO, ambiguity by virtue of the fact. that it takes, place, 
over,. a,, ýime span. Whilst'a picture, a piece Of, sculpture, a 
panorama of country, is there completely of an, instant to 
be, pprceived without the need for a passage of timep a musical 
-RS- 
composition moves through time during its realizdtion. 
CHARLTON (1970) defines thus: 
"A piece of music is a change in sound which 
goes on through time. " 
Children's difficulties, like everyone elsels, arise because 
not all the essential information can be presented in an 
instant. In music, the sheer impossibility of this is pointed 
I 
by EMPSON (1947) when he says: 
"When you are holding a variety of things in 
your mind, or using for a single matter a 
variety of intellectual machinery, the only 
way of applying all your criteria is to apply 
them simultaneously; the only way of forcing 
your reader to grasp your total meaning is to 
arrange that he can only feel satisfied if he 
is hearing all the elements in mind at the 
moment of conviction; the only way of not 
giving something heterogeneous is to give 
something which is at every point a compound. " 
It is reasonable to suppose that not every child has the 
intellect sufficient to allow him to hold all the musical 
evidence in frame at the time final decisions are being made; 
! neither 
have children equal capacity to make informed 
judgments from what evidence they have indeed held. DIXON 
(1972) makes a percipient comment which would seem to match 
the. taek any listener has in categorizing the mood tunes he 
hears. He says; 
-s4- 1 
1, 
Like perception, an identikit picture is 
built up from a given set of parts to 
resemble a partly unknown external reality. 
In its build-up, a number of factors play 
a part, actual clues to the real identity..... " 
but he recognizes the limited potential of the process 
which can produce: 
not so much a reflection of the external 
wý; 
id, 
as the best possible match for this world 
which the user can make with the information 
available. " 
Dixon says that what actually comes Out of an artistic 
experience for the perceiver results from appraisals but 
it is important to realize that: 
it 00 . there is a two-way interaction between týe incoming infoxnation and the schemata, or 
organized knowledge? of what has gone before. " 
A musical note, or even several, is not likely to produce 
- 2;! ý- 
I 
instant information to a listener; it can have import 
for a listener only when, for that listenery-s'afficient 
sounds have been successively made to enable him to relate 
to an overall perception; and from that emanates the 
individuation of the art work. This latter process is 
entirely different from the former process during verbal- 
ization; as MEAGER (1965) has explained, in a work of art: 
11 ..... performance is evaluated as more or less 
worth having in itself and apart from any Purpose 
it may serve instrumentally. " 
The problem is further deepened because whereas in verbal- 
izing, the final meaning is an aggregate of several 
individual meanings given by each word or phrase in a 
communication, the meaning of a piece of music is not so 
derived. SWANWICK (1974) wrote: 
, 11 In the case of music we have to learn to 
recognize the tonally produced conceptual 
schematap the play of such variables as 
weight, stiffness, size and movement, 
before any unique and personal 'meaning' 
can be brought about that relates in any way with 
the intentions of the composer..... " 
-L- 
and whilst it is conceded that Swanwick was at this point 
concerned with the acquisition of a cognition of musical 
characteristics by those for whom the knowledge would be 
novelp nevertheless the idea is capable of extension to the 
j pupils of our sample; with the proviso that in their case the 
process of cognition is being applied not so much to find out 
what is acceptable in the ethnic group to which they belong, 
but rather to use all the knowledge that has been attained 
during life and use it to make an appraisal of the composer's 
intention. 
FZIPSON (1947) has a co=ent to make which 
is-particularly applicable to the ambiguity found in the 
children's tunes. His co=ent is contained in what he terms 
'an ambiguity of the fifth type'. In this he Posits that 
artists may discover and refine their ideas as they proceed 
with their art work. It has to be admitted that the situation 
in*which the pupils were put could not be expected to call 
from them the spontaneity which CRUT=IEID (1964) has alluded 
to elsewhere; but in an experimental situation the weakness is 
contingent with the process. Neverthelessp Empson's ideas can 
still be of use in our situation. He says that in a system of 
creativity by experimental process there can be produced 
in literature: 
/ 
a simile which applies to nothing 
eiý; 
Hyp but lies half-way between the two things 
when the author is moving from one to the 
other. " 
-%I- 
In the shifting conception, it may well be that a composer 
blurs the limits of definition in what he originally set out 
to do, in trying to 'keep to his brief' as it were, and in 
so doing made suggestions bordering upon another conception 
and common to both conceptions in part; and so the pupil's 
categorizing would be left in some limbo, while conflicting 
doubts were evaluated before a final concept could be chosen. 
It is also feasible that the pupils in 
the. sample caused ambiguous interpretations for listeners 
in that, although there is not strict congruence between 
- ambiguity and digression, they may have digressed. This could 
have been caused by limitations in performance consequent 
upon, lack of instrumental ability. Alternatively, they may 
have,, in true creative fashiong followed another route which 
unexpectedly revealed itself. Whilst many would argue for 
such, digressionv argue that George Eliot is fascinating 
largely because she digresses, many would argue that music 
adds a dimension through digression and the ambiguous feelings 
which may arise therefrom when it becomes apparent. Yet from 
the,, point of view of efficient categorization of a composer*'s 
intention, it is evident that such musical digressions must 
put a listener into a quandary. In these ? ambiguities of the 
sixth. typel as Empson calls themv the listeners are now forced 
by., the. design of the experiment to make a choice and one only. 
Such a choice becomes an eff ort to justify what is now being 
heard. and could well be antithetical to an embryonic concept 
-, 99- 
of what the tune, up to, that point, was perceived as embodying. 
I 
If it can be accepted that categorizations 
which differ from the composer's intentions are not necessar- 
"ily 'wrong' in the sense that 1+1= 10 is patently 
, 
incorreott at least in a base ten calculation, but a. re legit- 
imate because of an individual appraisal based on ambiguities 
acceptable as part of the aesthetic process, it is open to 
further speculation to be made as to why the intrinsic 
ambiguities are perceived at all; but these will have to wait 
until further data are avai I able. 
C. -Reaction and 
Experience. 
When a musical experience is considered, 
it is thought of as what happens in the mind of a listener 
when he attends to the music; the listener makes a response. 
, 
In the matter of the musical response, it is worthy of note 
that, MVESZ (1953) and SHUTER (1968) warn that to experience 
musically does not depend necessarily on having musical 
capab 
I 
ilities; clearly, to be capable of using a good technique 
does not perf orce imply that the player will have a musical 
experience, although it is possible that it could help, in 
certain circumstances. Equally, confusion through the 
listener being considered $musical' should be avoided. 1he 
response may be through feeling, although HMR 
(1970) says: 
it not all mental responses are affective. 
W; *L;; ak ofdispassionate observation, calm 
deliberation, and cool calculation. These are 
non-emotional states of mind. " 
and VALENTINE (1962) asserts: 
11 it is possible for intense enjoyment 
OF0#9 music to be experienced without the 
communication of ideas or specific emotions. " 
Where the response in fact, is affective in characterv the 
listener may or may not enjoy it, but at least he responds. 
. The response may 
take different forms. For instance, in a 
8 tudy of photistic visualizers, the musical experience was 
found by KARWOSKI et al (1938 and 1942) to bring about a 
mental picturing of coloured shapes by the listeners. As 
regards the composerp response may not always be to sound; 
WILLMAN (1944) suggests that a composer may be affected by 
the-visual patterns he makes on paper. This would imply that 
the artistic experience of the music is therefore not entirely 
an emotional one. TITCEENER 
0 909) saw the response as 
Simply either pleasant or unpleasant but WMT 
(1896) 
distilled three elements which he called pleasant-unpleasant, 
excitement-depression, and tension-release. 
LUNDIN (1967) 
says 
these atoms of experience could be combined 
with sensations to make up consciousness 
- 
CIO- 
and it would seem this consciousness is the musical 
experience whose nature is here considered. It is relevant 
to notice views on what sort of input-is needed for each pole 
of the paired reactions to manifest itself. As regards 
pleasant-unpleasant, LUNDIN (1967) says that the number of 
repeated hearings of certain music adds to the, pleasantness; 
he observes that fewer repetitions of 'popular musicl will be 
needed for pleasant experiences than for so-called classical 
music. Significantlyp he says that further repetitions of 
pop-ular music cause it to be appreciated as less pleasant 
than formerly. It is generally held that repeated hearings of 
'serious' music have the opposite effect. VIASIMURN (1927) 
suggests that the reason why pleasantness increased was the 
complexity of the musict the instrumentation and the form; 
and of these three aspects the importance Of form in musical 
experience has been noticed by many authorities including 
SCHOEN (1940)t LANGER 0953) and STORR (1972). What he called 
a 'preferential response' was noticed by LUNDIN (1967); as 
when, a listener says he likes jazzy not Brahms; howeverp on 
judgments based on liking REDIER (1970) has a reservation. 
Research has shown too, that in musical 
experience, individual responses can vary on the acceptability 
as $pleasant' of the various intervals heard. This could, 
howeverp be based on criteria which vary not only within 
I cult=es but over time; VALENT11TE 
(1913) wrote that: 
- qi- 
it *' .... one must expect great differences among individuals, though there seems to be a 
general agreement that to the modern ear, the 
Third is the most pleasing interval, whilst 
during the middle ages, the Fifth was'probably 
the most popular, and with the Greeks, the 
Octave. " 
yet the research by VALENTIVE (1913) could well be in need 
of up-dating if the taste of some, admittedly 'avant-garde' 
audiences is now the criterion. But the phenomenon of 
change of standards of what is acceptable is no new occurr- 
ence; indeedt sixty-five years ago, VAlENTINE (1913) 
himself could record that: 
11 ..... there is ample introspective evidence that dissonant intervalsp where pleasingp are 
sometimes felt as consonant ooo** the above 
statement is not confined to the cases where 
the discords are heard as leading to a pleasant 
resolution. The impression occurs too when 
they are heard alone. " 
whilst by 1978 many andiences have so widened their 
vocabulary of 'learned relativities' that they accept new 
sound combinations in electronic mnsic even where the pitch 
of individual notes varies from the traditional well-tempered 
ocale. 
Excitement-depression reactions may 
depend on characteristics within the music such as tempo, 
pitch,, harmony and rhythm, states LUNDIN 
(1967). For instance 
he -considers that the higher the pitchp the more the music is 
considered to be sprightlyp humorous; 
the lower registers 
- 
oil-- 
tend to centre on sad qualities. These observations will 
clearly bear on the present research. The bi-polar reactions 
of tension-release have been seen by licL&UGIMIN (1970) as 
corresponding: 
to those activities of the brain 
by mental and bodily events; " 
Just as the intellect and the body are able to experience 
demands upon them, which create tensions, and can provide 
answers to those demandsp the release of those tensionst so 
the musical experience can be, by analogyp a feeling of 
stress to be followed by resolution. BINGHAM (1909) 
considers one of the sources of stress-resolution is found in 
the relationship of succeeding melodic notes to each other, 
and suggests that feelings of tonality are not matters to be 
explained by recourse to mathematical explanation, but rather 
to what goes on in the mind of the listener. He says also: 
tt the factor of experience is directly 
eili; 
ient in determining what tones shall be 
felt as 'related' 
and further writes: 
"When tone follows tone in such a ma=er that-the 
hearer can re-act-adequately to each ..... then 
the -tones are not felt as discrete, separate, 
independentv but as 'related' to each other. And 
when finally the aeries of tones comes to such a 
close that what has been a continuous act of 
response is also brought to definite completion 
the series is recognized as a unity, a whole, 
a melody. " 
and the unfolding pattern, perceived as arriving at a 
resolution, brings with it an intellectual release. 
MOORE (1914) sees an element of the musical 
experience to be a struggle in the hearer between success 
and failure. This struggle hinges on the success of the 
listener in synthesizing tonal elements into a uniform 
complex. Just how successful the listener is in the 
synthesis decides the degree of success or failure that he 
experiences. The keenest pleasure will be felt in the most 
difficult syntheses successfully accomplished. FITE (1903) 
makes the point that there is a constant stream of these 
syntheses which lead to what he terms tan equilibrium; each 
'equilibrium' he says: 
It is certain to be disturbed by the coming 
t; '; o; sciousness of further capacities which 
call for further realizations ...... 11 
However, in any consideration of the stress resolution 
experiencey it is worth noting that there are no absolutes 
as to what is for all listeners the sound which produces 
stress and the sound which permits the hearer his 
'equilibrium'. VALENTINE (1913) found a hierarchy of 
acceptance of the 'twelve intervals upon the piano within 
one octave'. He found that: 
it ..... 
the pleasingness of an interval will depend 
not merely upon its degree of consonance, but also 
on the more or less vague suggestions of other notes. " 
I 
-9+- 
Such a hierarchy must, in part at leastp contribute to the 
widely varying levels of reaction which are part of the 
complex musical experience. Further, age seems to be a 
factor in the acceptance of intervals as agents of stress or 
resolution; the very young, says VALENTINE (1913 and 1914): 
make no distinction between 
d *;; ds and concords ..... 
iLc 
and thus age may be an operative factor in the nature of 
musical experience and this w ill have a bearing on the way 
in which the listeners in the sample used'in this research 
respond to what they hear. With the childrenfe music, it 
may not be so much that many intervals used are difficult 
of acceptance in themselves; rather is it more the case of 
the juxtaposition of such intervals. Howeverp later 
investigators have suggested that the process of attempting 
to label intervals at all creates difficulties. It was 
FARNSWORTH (1969) who stated: 
1114any theorists and composers are beginning to 
see that an interval can be evaluated only in 
terms of its context and that labelling certain CinViarvds 
consonant or dissonant is a stumbling block to 
musical creativity and appreciation. " 
and lie maintains the strength of his view by adding that 
opinions on the matter vary according to 
the culture. He further 
supports his contention 
by drawing attention to the trans- 
ience of concepts of interval-acceptance. 
, 
"Indeed music history is in large part the 
story of the handling of innovations, of the 
gradual acceptance of what was once musically 
unacceptable. " 
In the sample of music produced by the children for this 
researcht some bears the hallmark of convention but much 
is without doubt innovative in style, owing little melod- 
ically to history. Why children have wished to compose in 
this style may be open to conjecture. Admittedlyp junior 
pupils have not had sufficient experience of living to 
conform closely or rigidly to musical conventions, but may it 
not bep as Freudians will accept, that they use their own 
very personal methods of setting up tensions which they 
. 
release in an innovatory manner, a fulfilment which makes 
amends for the dissatisfactions of their lives? STORR (1972) 
howevery warns that music: 
it is not a sublimationp although sublimation 
mýý*;; ntribute towards it, as it does for all the 
arts. There is a real sense in which the creative 
products of man are something SUI GENERIS: 
syntheses partaking both of the external world 
and of the inner world. " 
But the short-term experiences of life which 
children have had does not indicate that therefore there is 
not for them to draw upon in their embodiment of 
feeling, in music - Indeed the contrmy is true. The ideas 
of LANGER 
(1953) that music Ia function is more than to assist 
the I occasional awareness' of feelings are followed up by 
STORR 0 972) who conceptualizes music as a catalyst which 
makes: 
-96- 
0 
is bridges between the external and the 
rnal ..... by making a whole out of 
apparently disparate elements 
This, he says, forms: 
a paradigm of that 'subjective UO"of 
experie uL Y ncef towards which we 
all aimp but from which we are so 
often and so inevitably deflected. " 
That music is such a powerful agent for the mind to be able 
to attempt to attain that 'subjective unitY of experience' 
is noticed by SWANWICK (1974) who claims that responses to 
music: 
It arise precisely because an abstraction 
i,; OLae for us which allows us to experience 
affectively a fusion of traces of past 
experienceo" 
COPLAUD (1972) shares this viewpoint thus: 
"It is the very nature of music to give us the 
distillation of sentimentap the essence of 
experience transfused and heightened and 
expressed in such fashion that we may 
contemplate it ..... 11 
Much of the foregoing suggests that musical experience 
hinges on what has been during the life of the auditor; and 
many. would consider this connection with a child's heritage 
- cll- 
of experience a sufficient reason for encouraging his musical 
creativity and indeed for fostering it. But an indication 
that it can be more than this is made by SILBEPYMN (1963): 
"Have we not been told frequently enough 
that music is one of those forms of human 
creation which speak through the soul to the 
senses and the intellect; that it is not enough 
to say that music expresses feelings but that 
one must also say that it stimulates them? " 
I 
Could 13ENTLEY (1966) have had this idea in mind when he wrote 
of 'the understanding listener'? If 80, it is relevant to 
notice what he says is the first aim of junior school music: 
111. The aim of music education is to introduce 
the child to music as a live experiencer and, 
according to his abilities to assist him to 
learn such skills as will enable him to take an 
increasingly active part in music making, and to 
become a more understanding listener. " 
Communic tion and Understandin . 
Consideration of these aspects of the 
musical experience seem to dichotomize themselves as 
lautonomist' and 'heteronomist'. In the preface to the 
account by HANSLICK 
(1957 revision) it is reported that his** 
it ..... main object 
is the refutation of the 
popular and stil-I prevalent theory that the 
feelings or emotions are the substance of 
musical sounds ..... He denies that music is 
a language of the emotions or, by implication, 
of persons, placesý things, events or ideas 
he sides therefore with the autonomists **too" 
-4,9- 
Other thinkers incline to the opposite view which admits 
of music as 'a language of the emotions' 
(COOKE 1959) and 
a potential force in the arousing of the emotions (MEYER 
1956). Whichever view is favoured, according to SCHMIDT 
(1910) and STUMPF (1911) the first music may have arisen 
from the communication of signalsp messages vocalized over 
considerable distancesp and if this be sop primitive music 
experience was subsidiary to the prime requirement of 
understanding the message. HOWES 
(1948) would appear to 
align himself with this view when he categorically states: 
"Music is a communication between minds 
a mental rather than a physical phenomenon. " 
He seems to consider the language and communication aspects 
predominantly and includes in his consideration of them the 
stength of meaning in music, carried by imagery and 
symbolism. In this research the position is taken that since 
children appear to be able to communicate certain moods, such 
as hapPYP sadp angry? comical and dreamy 
(LEGGATT 1974) 
through the medium of original melodies, it is self-evident 
that a'communication of some sort has passed from the tune 
composer who transmitted the tune on a chromatic glockenspiel 
to the listener who received it by way of a recording on 
magnetic tape. 
It may be profitable to speculate on the 
nature of the communication, and 
the way in which it takes 
place. 
- vlq - 
In general terms, communication is taken to 
be the transmission of one person's thought by way of some 
sort of medium, to the mind of a receiving person. C> The 
content of the thought will be drawn from any part of the 
range of human experience-and come about through the influence 
on the transmitter of a 'social force' (CHERRY 1959), and it 
will be modified by what that author terms an 'individual 
force'. It is, as the rhetorician recognizes, a desire in 
a person to move away from the polarities of III and 'you' 
and adopt the more intimate 'we' with that word's impli- 
ations for sharing and union; and it produces a movement 
towards a mutual sentience. 
Thought is not restricted in transmission 
to the channel of human speech. A person may communicate 
in ways other than by organized speech; he mayp for example, 
choose to use physical signsp gestures, or he may choose to 
draw pictures. Yet other persons may prefer to adopt clay 
or paint or sounds in music to convey what they are thinking. 
Olearly, there are great differences between the modes of 
thought transmission being used and equally evidently, great 
differences in the media being employed. Further, whilst it 
is almost taken for granted that thought is transmitted in 
speech and writing by an ordered syntax which enables ideas 
to be enunciatOdp it is not at all clear how ideas, thoughts 
and concepts can be communicated through other media; for 
examplep music. One method, 
for instance, is referred to 
by IIOWES 0 958) who writes: 
-In- 
"There would seem to be other possible modes 
of thinking in music: 
a) intuition, which is the primary act of 
mind in all kinds of knowledge ...... 11 
and those acquainted with the Piagetian model of mental 
development and the concept of 'intuition, as it could 
influence the pupils used in this research, will find it 
acceptable. Indeed, HOWES (1958) says that intuition is: 
of .. the fundamental act of mind ..... 11 týý; is, direct and immediate apprehension 
0*0- the process of artistic creation ; hoe tune occuro to the composer, he does not 'thin it up' though he may, like Beethoven, 
work upon it afterwards 
There is value, however, in first 
considering how it comes about that spoken language conveys 
the speaker's thoughts. Without going into the step by step 
development of speech from physical gesture to enunciated 
word, it would seem clear that people have come to accept 
that sounds organized in a very sophisticated pattern can, 
if, both parties to the attempted Communication agree to use a 
co mmon pattern of symbols# embody thought. The important 
and_c, rucial point is that both speaker and listener share a 
common knowledge of the attribution of a particular sound 
to a, particular semantic concept; for example, 'Go. " is quite 
unequivocably an order that one person shall move himself 
away -1 from another person or place. Such an understanding 
of courset is accepted as re-sulting from 
learning; it cannot 
-101- 
be innate for how then could IAllez! I or 'Gehen Sie! ' be 
admitted also, for the action Imstructed? 
Is there then? some, co=on knowledge to be 
a bond between an artist in whatever medium, and his client 
so that the client will be able to receive the message 
, embodied 
in the art product? LANGER (1969) points up the 
problem when stating: 
"Logically, music has not 4U -he characteristic 
properties of language --- separable terms 
with fixed connotations and rules of syntax 
for deriving complex connotations ..... 
music has no literal meaning. " 
while XMR (1970) follows this up, taking matters a step 
beyond when he writes: 
"The debates as to what music communicates have 
centered around the question of whether music 
can designatey depict, or otherwise communicate 
referential concepts, imagesp experiences, and 
emotional states. " 
Herein lies the problem for this research toop whereas 
people will largely agree on the implications of a word and 
secure from it knowledge of, perhaps, a concrete object, 
for examPlev ? tiger' or 'water', people would bg found not 
to agree uponp sayr what Kendlessohn wished 
to embody in 
the 'Midsummer Night's Dream overture, UITOSS THEY HAD 
I pREVIOUgLY BEEN INSTRUCTED. And an added problem noted, 
by 
VALENTINE, (1962) io that: 
- Mý- 
it. 0,00 e the same piece of music may give one kind of impression at one time and a different 
one on another occasion, even almost immediately 
after at the same sitting 
HOWES (1958) clears up the matter of what music probably 
communicates and anticipates what LEGGATT (1974) found possible 
when he wrote: 
it . music is a kind of knowledge and the 
ot5;; t of its knowledge is states of mind, 
especially emotional states. Husic is a 
formal knowledge of emotion through sentience 
.00 00 
This research centres on the Iformal knowledge of emotion' 
in and through music and the investigator contends that 
since as earlier stated, children were able to compose tunes 
embodying stated moods and the tunes could be correctly 
categorized by listeners with more than aleatory success, it 
is apparent that both the tune transmitters and the receivers 
shared a common awareness of what the sounds implied. 
It is fair to enquire then, what it can be 
that is communicated, what the message is. If the music be 
vocal, it would seem obvious that the words will usually 
convey an unambiguous communication; no doubt that what the 
listener understandavill be largely what the compocer 
understood when he set the words. The unambiguous message 
however, may not be very much to the credit of the music. It 
to the point to ask if the music, without the words being 
i 
-ios- 
heard, would co=unicate the same message., If music is heard 
purely as sound, with no vocal embellishment, would CHERRY 
(1959) be supported when he says: 
"An artistic mode of expression, such as music 
represents a 'language'; through this the 
rtist instills ideas into us. " 
The test has to be a personal one; each listener must be his 
own critic and put himself in the Position of 10WERY (1945) 
who defines one of the functions of a" 
"critic as: 
to listen to performances of Componitions 
view to the assessment of the work 
performed and the extent to which the performer 
reveals any special mescage via the performances. " 
HANSLICK (1957 revision) was however quite specific in hie 
view that musical experience was not due to some particular 
metaphysical effects of melodyp like being in some way 
beyond account and mysterious. He declares: 
"The specific effect of melody ..... is the 
inevitable result of the musical factors 
united in particular manner. " 
He further asserts that certain rhythms, characterized 
by brevity or lengthv certain progressions 'whether diatonic 
or chromatic have their own effects. 
Without being so 
explicitr STORR 
(1972) supports that view which holds that: 
-164- 
11 9 4o the same kinds of musical phrase and iý; e; -ýal are used by different composers to 
express the same kinds of emotional meaning. " 
The immediate problem is that the elements of the music 
have no precise import; there is no lexicon available 
wherein the listener may investigate what a composer meant 
when he wrote what he did. HOWES (1958) underscores the 
problem thus: 
"You cannot refer notes or chords to definite 
events as you can words or concepts ..... 
and this is echoed by COPLAND (1952) who, in an apt phrase, 
cannot find an lesperanto of the emotionst in music. yet 
suggests that there is information to be received from 
music: 
"But to return to my absorbed listener. The 
interesting question then, is not whether he 
is deriving pleasurep but ratherv whether 
he is understanding the import of the music. 
And if he has understood, then I must ask: 
WHAT has he understood? " 
The difficulty in answering exPlicitlY is well recognized. 
itEiD 0 969) says: 
how impossible it is to state clearly 
and adequately in rational language the 
content and meaning of art which has to be 
known in its own way 
I, m5- 
As regards the feelings aroused by music, SOUTHGATB (1907) 
draws a distinction between trying to describe them with 
words which are efficient only as eymbols which convey the 
'workings of the intellect'., He says: 
but we have no adequate means in language 
oF;; p*ressing the subtle and complex flow of 
the feelings. " 
-it may well be that the particularly complex nature of the 
musical experience in itself responsible for the listener's 
difficulties in analysing his feelings and understandings. 
JjCLAUG11LIN (1970) refers to the 'mysterious moving quality 
of musict and suggests that this is in itself enough to 
cause: 
of the difficulty that many people find in 
Pý;; 
00 ing the experience of music into words. " 
Both SEASHORE (1941) and HMIES (1926)p in their efforts to 
throw light on the nature of the musical experience, use 
words like 'sincere, not sentimental, self-propelling, 
creative of imagination and not cliche-ridden' but they 
earn themselves no congratulations from LUNDIN 
(1967) 
because he says there is no measure of what such words can 
meant nor is it Imown what 
they mean. STORR (1972) suggests 
that the reason it is 'notoriously difficult to describe 
in words' may be because: 
- 106- 
"Music differs from the other arts in that 
its content has no obvious association with 
ordinary human experience . 4.11 
MEYER (1970) makes it clear that what is 
understoodv what is meant, is not to be found only in the 
music itself. He says there is nothing to be gained 'from 
asking what the 'intrinsic meaning of a single tone or a 
series of tones is'. He says that they are important in the 
chain of communication: 
it a only in so far as they point to, iLI; Le, or imply something beyond themselves. " 
The -I something' would seem 
to be a state of mind pa feeling 
or series of feelingsq whichp as HOWBS (1948) says are , 
symbolized through the musical sounds. Irl this respect 
then, music has become a language, he sayev because all those 
who hear it use 'imagery in the process of thinking' and 
the mind becomes filled with: 
it a rich ma3s of more or less loose 
ia; ý; Oin a simple concrete image. " 
Since the music is responsible for the listener's imaging 
it seems axiomatic that no new sentience can be created in 
the listener; he must come to his music with a sentience 
ready to be involved by and in the music. COPILM (1972) 
says that Beethoven's music: 
-IO'l- 
it 0. awakens moral ideas that are already iWýs. His music cannot persuade: it makes 
evident. It does not shape conduct: it is 
itself the exemplification of a particular 
way of looking at life. " 
LAITGER (1969) however, does not share this interpretation 
of what music does, for she maintains that: 
"Just as words can describe events we have not 
witnessed, places and things we have not seen, 
so music can present emotions and moods we 
have not feltv passions we did not ]mow before. " 
Yet the analogy between what 'words can describe' and what 
'music can present' may be thought to be an imprecise one. 
A power vested in words is that they can limit. Happyt 
immediately removes 'omnibus', 'foot' or Iscaldinel from 
consideration. It also removes thousands of other words 
and meanings from the mind. Yet musict on the other hand, 
sets the mind roaming amongst all the stored impressions and 
amongst the stored music garnered during a lifetime. Who 
can say which impression or indeedv which impressions, are 
those which categorize the music? Furthermorep because 
words have this limiting powerv original Combinations of 
them can be assembled to present a totally new concept# even 
oneýof which reason at any other time would forbid accept- 
ance; consider any of Edward Lear's nonsense verse. Yet one 
does not have to be strongly sceptical to doubt whether a 
new arrangement of the progression I IV 
VI played by a 
- hitherto perhaps unused combination of 
instrumentalists 
tuba I and pan-pipes? ) could implant a previously unknown 
4 
-ibl-, 
and unexperienced feeling in a listener. 
Yet it would seem reasonable that LANGER 
(1969) would gain more general support for her view that the 
nature of the musical experience rests more in a represent- 
ation of known feelings, what they are like, what form they 
assume. HOUES 0 958) refers to this matter of the import- 
ance of form: 
it music is a symbolic form and therefore 
mý; 
j*Lv-e 
what the semanticists call a referent, 
something to which the symbol refers. " 
.I 
but says this brings the meaning of communication no nearer 
a firm declaration. Yor SWAMlIcy- (1974), conscious of the 
problem of meaning in music, it is a pre-requisite that the 
listener must learn to interpret: 
It the tonally presented conceptual 
S; 
ý; 
maatav the play of such variables as weight, 
stiffnessv size and movement, before any unique 
and personal 'meaning' can be brought about 
that relates in any positive way with the 
intentions of composer or performer. " 
and such a view is, of coursep compatible with the view that 
what music may be held to Imean' is also a matter of the 
cature in which the listener no less than the composer, 
finds himself. ITODIN (1967) and IMLLER 
(1951) amongst 
Othersp have drawn attention 
to this. When such interpret- 
a. tion has been learntp it 
is said by VIET11STOCK (1953) that 
a symbolicv immediate and untranslatable 
resentation to our comprehension and response 
because) Its power resides in its unique 
ability to dispense with portrayalt depiction 
and exegesis, to strike directly to the mind 
and the heart by symbolic articulation. " 
Yet CHARLTON (1970) cautions that a piece of music: 
It . can be used by different hearers or on diiNrent occasions as a vehicle for the 
conception or intuition of different emotions 
and he draws an analogy with some algebraic expressions 
whose missing terms can be completed with alternative 
quantities (as remarked upon elsewhere. ) 
The question posed by COPLAIM (1972) to the 
listener "WHAT has been understood? " may not be capable of 
closer clarification. It may too, be worth adding that 
symbols are open to different interpretations by different 
I 
people, as W. S. GILBERT made Plain. (See footnote). 
W. S. GILBERT. "Angela: an inverted love s tory, " An English 
invalidp unable to leave his room above a Venetian canal, 
was thrown a stem to which two flowers had been bound by 
the young girl living opposite. Alas! she intended them as 
a symbol of her one-ness with him in understanding his 
plight, notp as the invalid supposed, of their unity 
in love. 
e. Copnition and Feeling, 
At the end of the previous section, it was 
stated that it is possible for symbols to be variously 
interpreted by different people. This is referred to by 
HOWES (1948) who comments that in music: 
a symbol stands for a rich and not 
precisely determined content of meaning. " 
He maintains that the musical symbol is capable of 
'immediate apprehension' and he claims that a 'great wealth 
of meaning' is carried in the symbol. The important part 
of his observationsp and one which bears upon the investig- 
ation in hando is that within the meaning are two elements, 
one intellectual and another 'charged with feelings and 
values'. HOWES 
(1948) says that because of the intellectual 
elementp music through symbolismv conveys knowledge. No-one 
has succeeded in defining the content of the knowledge, 
gained during the musical experience; rather does one sense 
the effect of the knowledge. An analogy might be with the 
, Wind which cannot itself be seen but its effect in causing 
I trees to bow is evident. The nature of the experience in 
the view of COPIAn 0 952) however, is that the Imowledge: 
it brings with it an element of self- 
di;; ýýery a part-answer to the 
question 'Who am I? " 
4 
Whilst HOWES above, argues using the music 
as his vehiclep 
LOIMRY (1945) regards the mental state 
I- Ill -, -I 
experienced by listeners. He shares the same view as HOVES 
'but adds to it. He bnilds a model in which he places the 
listener becoming aware of the musicq being attracted or 
repelled by it and, if the former, being attentive to the 
continuing music. He terms these three features of his 
model cognitiong affection U-6. feeling) and attention. 
LOWERY (1945) points out however, that: 
it * it must not be supposed that they occur iýei; olation; rather that they are all present-at 
one and the same instant, being interdependent, 
but varying from time to time in relative 
predominance. " 
IVEMR (1965)9 talking of the PhYsiological 
response during musical experiencep links with the previous- 
ly mentioned idea of attentionp when he says that listeners 
bring to their musical listening, definite belief s about 
II 
what music can do if. it has the listener's attention. He 
says that how a listener responds to music can be decided 
'Ev en bef ore the first sound is heard To the writer this 
would seem to do a disservice to music, as it is implied 
that tho listener's tmental set' decides his response, 
rather than what the music has to offer. This savours of 
the dictum: 'I know what I like and I like what I know', 
and perhaps matches it for bigotry. 
Yet there is a sense in which the listener 
must make preparationsp albeit subconsciouslyp for being 
-tt2- 
ready to experience musically. Both DUFFY 0 957) and 
1INDSLEY (1957) have looked at this within the meaning of 
the term 'activation'. It would seem crucial in any 
consideration of the nature of musical experience, to accept 
that the listener shall ofhis own volition make a decision 
that he will allow himself to respondp to be activated, by 
what he hears. YOUNG (1973) enlarges the concept of 
activation. He says: 
it NO when a latentt emotional conflict is 
a;; ivated there can be an acute affective 
disturbance -a manifest feeling or emotion. 
The phrase 'Let sleeping dogs lie' implies that 
emotional dispositions can be dormant or 
activated. " 
Such mental preparationg willingness to be motivated to 
attendt must surely be central to any view that music, if 
given attention, makes some form of communicationp involves 
some sort of communion between composer and audience. 
'There are none so deaf as those who won't, hearl. Further, 
it can only happen under conditions of positive activation 
th'at music, if it has meaning embodied in its sound, will, 
as sidAIMICK 
(1973) says, make sense to us, that it will 
communicate some meaning. 
At this point and digressing but little', i1c 
is Worth making abundantly clear that many investigators in 
the psycholoMr of music have maintained that music appeared 
to suggest'tO listeners certain feelings which could be 
decignated by words, and it may be that for some, this has 
REIMER (1970) 
a', connection with 
the coAcept of 'meaning'. 
-I1 -11 - 
says: 
"The 'meanings' available from an art-symbol 
are never pointed to outside of itself, but are 
functions of the expressive qualities embodied 
within it. " 
However, it may be worth emphasizing that often, such 
characteristics of music as being 'sad' or 'cold' or 
$yearning' have been the result of either subjective 
assertions by musicologists or else have been the product 
of a composer's own communications to his listeners, often 
because an impressario required notes for a concert, 
programme. Some communications may also have been in the 
- text of the song he setv or in his instructions to his 
players or even in the title. Following from thisq certain 
other writers have found supporting evidence in the alleged 
way that particular intervals have indicated the composer's 
thoughtt (e. g. COOIMI 1959). Without at this point substant- 
iating disbelief that such interpretations are rational, 
the researcher is firmly of the opiniont that there is some- 
thing within the music itself whichp although it may not be 
essential to some enjoyment, appreciation, by a listener, 
gives clues to the thoughts of the composer (see footnote), 
something not dependent on song wordsp instructions to 
But STORR (1972) has this to say: "There are those who 
maintain that musical patterns have no relation to human 
emotionsy and that our appreciation of music is purely 
a6sthetic. In this view music has no meaning outside 
itself and the listener's enjoyment of a musical work is 
the consequence of his appreciation of its structure. " 
On thin basis, it may not matter to some whether or not 
they receive clues to the composer's thought. 
- 10- 
performers, programme notes or titles. This can come about 
it is claimed, because music, as LANGER (1969) saysp is 
formulation and represenýation of emotion, of mood. She 
, says 
that people can understand the feelings embodied in 
music without actually having them; and she says that 
people can respond to emotion and moods not previously 
felt. 
LANGER (1953) made clear that: 
It * the function of music is not stimulation 
oFNeling but expression of it; and furthermore 
not the symptomatic expression of feelings that 
beset the composer but a symbolic expression 
of the forms of sentience ***,. Il 
This position would seem to be opposed to that adopted by 
GATEWOOD (cited by ORTMANN AND VALENTINE 1927 and 1962) 
who compiled. a list of 
the possible ef f ects that music 
might have on a 
listener, such as causing sadness, serious- 
nessf amusement. 
As SWANWICK (1973) observed: 
"The main difficulty lies in asking people how 
music makes them feel. " 
PAYNE (1973), in thinking parallel to this, wrote: 
"Whilst it is evident that the listener responds 
most inmediately to the emotional aspects of 
the music (its aesthetic character and its 
emotional subject matter), there is no firm 
evidence to what this signifies in terms 
of his experience -- whether he actually 
experiences either or both of the emotions, or 
whether he is merely interested in them. There 
are indications however, that where the music 
is enjoyed scme aesthetic emotion at any rate 
will be experienced: to enjoy music, in fact, 
IS to experience aesthetic emotion.. " 
SWAMiICK (1973) suggested an alternative approach might be 
to ask: 
"What is the music like? " 
-. 1 9 
although even in this line of investigationv because of 
subjective semantic interpretations, it may become 
necessary to limit the field of response to what can be 
shown to receive general acceptance over most responders. 
Conclusion. 
In general, the experience undergone by 
people when they hear or make music is compounded of many 
aspects and any single experience may consist of one or 
several of these aspects simultaneously. The Arespo4se may 
be purely motor; the listener is Urged to move limbs or the 
- Ilb- 
whole body. Instead or as well, he may become excited, 
stirred or quietened. He may think of what to him is beaut- 
iful in the sounds he hears or the music forms he perceives. 
Again, the listener may have images of other timesp other 
placesp other people brought out of his store of memories; 
or he may have feelingsp moods or emotions to experience 
again. Alternativelyp the music may be purely 'background' 
to allow completely unrelated thoughts to occupy the mind. 
This view is expressed by FARNSWORTH (1969): 
If .. for most people the real essence 
oi*Lsic lies in the fact that it gives each 
person an opportunity to project his private 
experiences through his own personal images 
or even to listen without trying to elicit 
images of any sort. " 
Compatible with that statement is the view of MEYER (1965) 
when he says that the way people behave relative to the 
music they hear: 
if .. is differentiated largely by custom and 
t; ýaition. It varies from culture to culture 
within a single culture. This does not mean 
that there are no features of behaviour which 
are natural and widespread. In all probabia- 
ity there are. " 
As the-above shows, -the concept. of - 'meaning' --in-music is 
most diffuse and ambiguous. It will require attention 
later on. 
I I 
I 
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CHAPTER THREE 
Commentai: ýy on the Original Tunes, 
A. Introduction. 
Although the investigatorls main concern was 
a-study of the effect of various musical elements such as 
pitch, rhythm and speed on the perceived moods of tunes, 
it was thought worthwhile to comment musically upon features 
of some of the tunes themselves as samples of, melodic 
composition by young children. Not all the observations 
inade, could be objective; and indeedv even where they are, 
it is probably not legitimate to make generalized inferences, 
although possibly hints could be taken as a basis for any 
further enquiries. 
It is apparent that young children are competent 
to', devise their own melodies without recourse to speciýic 
instruction on what "rules" should be followed in melody 
writing. In any case such "rules" as may be propounded are 
- ii L- I 
merely the codification of general observation and as such 
can serve only to foster imitation, whereas some origin- 
ality is the hallmark of true creativity; and whilst "rules" 
may almost guarantee that a melody will be accepted in the 
sense that it can be accepted as being "like" other melodies, 
the truly created melody does not aim primarily to be accepted 
in any other way than as a demonstration of what, for 
instance in this research, "anger" may be like for the 
composer. 
It is also apparent that young children are able 
to memorize their melodies for repeated performance. The 
investigator occasionally made accidental errors during 
the recording of pupils' melodies an tape and found that when 
the fault was being rectifiedv the replayed tune was 
essentially what had already been heard. Whilst the 
memorized playing of short ostinati is often accomplished by 
junior-children during ensemble performancev their, ability 
to, repeat "through-composed" tunes from memory may not be 
so well knOwn. 
An outcome of an examination of young children's 
melodies reveals a surprising degree on the one handp of 
I 
_, Conformity 
to accepted norms and on the other handv of 
momentary bursts of uniqueness.. Indeed, in some instances, 
a more sophisticated tune creator might hesitate to employ 
certain devicesp even allowing 
for some accidental effects 
- caused by technical 
inexpertizep perhaps through lack of 
courage. The childt relatively 
i, nexperienced in what 
- 
criticism people will make, therefore does not fear it; and 
perhaps caimot therefore be called courageous but perhaps 
he could be termed ingenuous or innocent? 
I 
The plan followed in the examination of certain 
melodies was to consider them as illustrative of the wide 
divergences and the variety to be found in young children's 
tunes. A tape recording has been made by editing some oý 
the eighty tunes used f or this research and this tape is 
enclosed within the covers of this volume. It is suggested 
that readers of what follows nowt should play the recording 
, tune,, by tune as each is referred to in the text. It should 
be, noted, that the numbers allotted to the tunes are those 
originally given to the 300 tunes first collected. They do 
not follow an ascending sequence from tune, number onev but 
occur in random order according to the requirements of the 
text. It is further suggested that each exemplifying tune 
or group of tunes be played after the relevant section of 
text has been read. In order to augment the effect of sound, 
a manuscript copy of each tune considered in the text is 
given. -It is necessary 
to admit that the written version 
of what is heard can only be in many cases a subJective 
approximation of part of what is heardp although every effort I 
was, made to transcribe pitch accurately. 
izc)- 
B. Criticism of the music. 
1. When a graphical representation was drawn 
and this is given in the appendixp showing the range of notes 
employed by the children,, it was found that thereýwere some 
peculiarities which may not have been due to chancet in some 
cases. It was found that while there were instances of all 
the possible 21 chromatic note range from B to octave G above 
being usedt an extremely limited range might sometimes be 
employed. The first melody to be heard uses no more than a 
minor second throughout whilst the second is full range. The 
first tune was claimed by its composer to embody the "angry" 
moodt the second the "comical" mood. In the samples 
recordedv "angry" tunes appear to be more restricted in 
choice of range than "comical". 
(Play no. 209 then no. 9. ) 
2. The graph mentioned above also illustrates 
the pitch employed by the children. As might be expected 
oometimes the tune was mainly low downp sometimes mainly 
high up and sometimes it was found in the middle register. 
-Reference 
to the appendix will show some pitch patterns. 
. 
For-instance, it appears that Angry and Frightened tunes 
tend, to embrace mainly a low pitch, whilst Comical melodies. 
tend to be located more in the upper register. It should 
be stressed that it is possible that were a different type 
6f, instrument usedv a different pitch/mood relationship 
might be noted. 
, (Play nos. 179 54 and 
282. ) 
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Speeds adopted appeared to vary both within 
and between moods. The mean speed, as measured by Maelzel 
metronome, for Comical tunes was 146.25 whiint Frightened 
tunes and Sad tunes were measured at EM = 105.5 and 101-31 
respectively. Angry and Dreamy tunes occupied middle 
positions, with Angry only eight points of M scale below 
Comical. Amongst the slow, medium and fast speeds found, 
the next tunes designated by the composers as "frightened" 
for the first two and "angry" for the thirdt were noted: 
(Play nos. 80,221 and 44. ) 
Another feature was the "time-elapsed" 
duration of the tune. This ranged from the two very 
briefest at 1.8 seconds eachp to the longest at 38.6 seconds. 
The examples given were intended by their composers to 
embody the Frightenedt Dreamy and Sad moods. 
(Play nos. 204,114 and-78. ) 
In the matter of the pulse of the children's 
tune, description came up against insuperable problems 
resulting from the Perceptions Of different listeners. Some 
attempt (not reported) was made to secure reliable evidence 
on this facet of the Musict but revealed large areas of 
disagreement. The tunes to be played have been assigned a 
pulse description by the researcher, but no claim is made 
j, hat the pulses designated are "correct"; they are only his 
perception of the pulse. 
However, if it can be accepted that 
the investigator used the same criteria over all the tunes 
r 
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assessed, then it is apparent that children have access to 
many pulses although it was felt that duple pulse appeared 
over the 80 tunes -used, to be strongly favoured. The tunes 
to be heard were classified by their composers as Dreamy, 
Frightened and then 
(Play nos. 12, 
121p 
32v 
89p 
thre 
felt to 
00 
00 
41 0 
agry ones. 
be duple; 
triple; 
mixed pulse; 
7/4) 
6. The complexity of tunes was varied from the 
use of minimal resources to many. Tune no. 65 already heard 
contained four notes onlyt and was included in the Sample 
having been correctly categorized as "Frightened", by 27.9% 
of the listeners. Other tunes were quite complex. The 
example to be heard appears to contain: 
a. All but three notes of the available number of 21. 
b. A mixture of pentatonic and chromatic movement. 
C. Step-wise movement of twelve notes within 5 semi- 
tonesq'but a disjunct soaring movement of IS 
semi-tones spant and a plunging series of 
leaps of like range. 
d. Nainly one beat and half beat elements but to 
include dotted rhythm and, close to the end, 
either two triplet groups or possibly a brief 
pulse change to triple. 
(play no. 31. ) 
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It would be difficulty and perbaps not 
possible anyway, to read into the overall shape of tunes, 
anything of significance. BEVNER (1937) warns; 
"Differences in expressiveness caused by the rising 
or falling of the melodic line are not clear-cut, 
distinct, or consistent 
However, one tune amongst several others appeared to be 
deliberately fashioned with some succeeding phrases 
#iterlocking with the preceding by one note each timep and, 
the pattern having been set, it Is broken by causing 
succeeding phrases to follow each other closely but without 
this feature. The whole composition coheres by virtue of a 
constantly undulating pattern with few perceptible leaps. 
The tune is said to be "comical" by its composer. 
(Play no - 
8. The movement employed appears to be 
chromatic and diatonic and may occasionally be 'very disjunct, 
sometimes with spectacular leaps and occasionally with the 
tritone. Is it only fortuitous that in all 80 tunes the 
investigator could find only two cases of this interval? 
At other timesp the movement is wholly smooth. 
(Play nos. 82: chromaticv range 4 semi-tones, said to 
be "frightened" by its composer. 
56: diatonic, firmly in the keys of G and C 
major with two tonics, two dominants and 
final cadence well-founded on resolution 
of implied dominant seventh! 
103: upward leap of a seventh. 
159: downward leap of a seventh. 
165: leap of a thirteenth. 
39: tritone. 
110: triton. 
114: almost all stepwise. ) 
Considerable rhythmic invention seems 
- available to children and although not all the subtleties 
can be committed to paperp the recordings illustrate them., 
(Play nos. 146: perceived by the researcher as 
triplets; said to be "angry". 
213: of "four-square" design where the 
rhythmic sequences seem to provide a 
homogeneous structure; said to be 
"comical". 
80*0 features the quarter-note; said by the 
composer to be "frightened". 
222: syncopation in a rhythmic sequence; 
said to be "frightened". ) 
t 
10. Children bring feeling or expression into 
their tunes by varying the level of sound, playing with 
greater emphasis or with less, and also by varying speed. 
Whilst it has to be accepted that many observed opeed 
variations probably result 
from insufficient motor skills in 
the use of the particular type of instrument employedv there 
were instances where 
it was felt that speed variation was 
deliberate and important. Such a tune is now 
included: 
(Play nos. 99: fairly noisy. 
102: quieter. 
160: speed variation. ) 
11. Tunes may attain length either by virtue 
of a developingg unwinding character or by the use of short 
elements which are repeated. The latter method is 
il-luctrated now: 
(Play nos. 89: one element; said to be "angry"* 
34: two elements; said to be "Comical". ) 
12. The final example is included as a piece of 
pure self-indulgence, but it appeals to the researcher for 
several reasons. L-t appears to him, to be well designed in 
16 bars, which include eight two-bar Phrases. There is a 
perceptible break at the half-way. The tune appears to be 
pentatonic throughoutt using only the upper bank of 
glockenspiel notes which correspond to the black notes of 
the pianoforte. The whole composition has a lilting, 
swaying character with undulations exploring the whole note 
range, available. The one feminine ending at the end of the 
third phrase seems happily placed. The composer says that 
the tune is "dreamy". 
(Play no. 172. ) 
t 
IMAGE REDACTED DUE TO THIRD PARTY RIGHTS OR OTHER LEGAL RIGHTS
IMAGE REDACTED DUE TO THIRD PARTY RIGHTS OR OTHER LEGAL RIGHTS
IMAGE REDACTED DUE TO THIRD PARTY RIGHTS OR OTHER LEGAL RIGHTS
IMAGE REDACTED DUE TO THIRD PARTY RIGHTS OR OTHER LEGAL RIGHTS
IMAGE REDACTED DUE TO THIRD PARTY RIGHTS OR OTHER LEGAL RIGHTS
IMAGE REDACTED DUE TO THIRD PARTY RIGHTS OR OTHER LEGAL RIGHTS
- ill - 
CHAPTER FOUR 
I. Design of the Experiments. 
It was decided to consider in the invest- 
igation some of the features thought to exist in the 
communication of mood through children's origixfýLl tunes. 
The features eventually chosen were pitcht rhythm and speed. 
Some of the preliminary procedure adopted followed exactly 
that used in the earlier research to which reference has 
already been made. (LEGGATT 1974), as this has-shown itself 
to work well and had been straight forward in administra- 
tion., That procedure is now quoted in part: 
"Five moods had to be decided upon for the investig- 
ation. These were identified verbally as: 
II,, -Angryt 
Dreamy, Comical, Frightened and Bad. 
These words were chosen since from an earlier small pilot 
experiment, they had revealed themselves as being those 
least likely to be open to semantic confusion in terms of 
the artistic non-verbal meaning children might or might not 
associate with the verbal meaning of the words; although 
they were NOT chosen to be mutually exclusive. It will 
rea I di-ly be seen that $sad' and 'dreamy' could musically 
lie reasonably near whilst 'angry$ and 'comical' could 
in some respects be anticipated to have some musical 
affinity'. 
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It was important that since communicatidn. purely 
through melodies was being investigatedy certain variables 
other than strictly melodic should be controlled so as not 
to contaminate findings. For instance, were pupils to 
have a free choice of instrument it is possible that. undue 
advantage could have been given to a child who could play 
the piano as opposed to a child who could play only a 
school tuned percussion instrument. A child who could 
play, sayp an oboe, might almost have been guaranteed 
success in communicating sadness, although he might 
equally have been hampered in trying to communicate anger. 
With this in mind, it seemed reasonable to require 
each child to use one specified type of instrument. The 
instrument had to be technically easy to playp requiring 
only the minimum skill and preferably one with which the 
pupils were already familiar. It was decided therefore, 
to. use chromatic glockenspiels. Furtherp children were not 
pI ermitted to use the instrument undamped; in this wayp no 
special effect could be gained for a tune. Howeverv a 
small number of children used such force that an effect 
, similar 
to undamping was obtained. 
Each child was invited to make up a melodyp the 
instructions being qualified by one of the five descrip- 
tions detailed above. " 
(Note: the descriptions were the names of the five moods). 
"It was explained that each melody had to be one that 
no-one had ever heard before. Some children said it would 
help them if they could have the use of pencil and paper 
and. this was allowed. They were permitted to use their 
own method of annotating the music in such cases. 
/ 
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Each pupil went to an empty room and there worked 
alone. He was told that there was no time limit and that 
as soon as he was ready, he could return to the investiga- 
tor to have his tune recorded on magnetic tape. When he 
came to have this done, he was always allowed a short 
practice. No other instructions were given At the 
end of the recordingv each child always heard his tune 
played back to him but, of course, no alterations were 
made. Although this procedure extended the time needed to 
take recordings of the music, it was felt necessary in 
order to secure maximum interest and co-operation of the 
pupils. Several days elapsed before any particular child 
returned to compose a further, different melody 
It was recognized there might be a danger in asking 
every child to begin with, say, a 'dreamy' tune and then to 
composet say, an 'angry' tune and thirdly? perhaps a 'sad' 
tune. It is possible that as pupils became more sure of 
themselves they might have become more successful at 
communicating their mood and this could distort the 
findings. To avoid such practice effect, it was arranged 
that there should not be a preponderance of any one type 
of mood done by children as their first effort, nor in 
any other position in the five moods worked upon. For 
these reasonsp a random arrangement based on Latin Square 
technique was used. Twenty identical Latin Squares were 
set up on the basis of the five moods named, to give 100 
rows of five. Each mood row was then assigned at random 
to each of the 100 children in the sample. " 
From the tunes obtainpd, it was planned to 
obtain further magnetic tapes so that on each 
tape, one of 
the three characteristics noted in the hypothesee, viz. 
relative pitchp rhythm or speed, would 
be suppressed. 
-j, 4- 
. 
These tapes would be produced by the researcherv not by 
the children; how it was to be done is explained later. 
This procedure of suppressing one element has been 
co=ented on by HICEMAN (1975) who wrote: 
"The principle of holding steady some variable in an aesthetic context is validated by PIOLES (1968). 11 
The rationale behind the procedure is that if a tune is 
communicated equally well, whether a particular charac- 
teristic Is there or not, then that characteristic is not 
essential to the communication. Conversely, if a tune is 
not communicated equally well, when a characteristic is 
removed, then that characteristic must be influential in 
the successful communication of the mood; and in some 
way both parties to the communicationp composer and 
, listenerp recognize the indication of the characteriatic. 
Therefore tapes were prepared as follows: 
1. The Master Tape. 
Adopting the procedure already quoted above 
the researcher wac able to obtain 300 original melodies 
from 30 boys and 30 girls, making only minor amendments 
to the originallLatin Square to cater for a smaller number 
of pupils. There were thus 60 of each of the five mood 
tunes Angry, Comical, Dreamyp Frightened and Sad. The 300 
tunes were categorized by other pupils from second year 
classes, 46 boys and 55 girls being used 
for this purpose. 
For this process each listenerp over several occasions, 
- 1ý)5- 
was given a uniform, prepared answer sheet. Each listener 
was required to write down in numbered answer spaces a 
single letter chosen from 'A', 1CIv ID1v IF' or IS', 
these letters being the initial letters of each of the 
five moods under review. Children were told to use 
capital letters like the sample ones given by the invest- 
igator on the response sheets, because previous experience 
had shown that if lower case letters are used, there can 
be confusions between some, viz. between a manuscript 'a' 
and a manuscript Id'. It was thus a simple matter to mark 
these responses objectively, froma master answer sheet on 
which had been recorded by the investigator the mood 
intentions of each tune generator. A count was made of 
the number of categorizations made by the listeners which 
agreed with the intentions of the composers. After a 
statistical testp involving the formula: 
2SE 1.96 X4 np4 4 
where: n= the total number of trials 
p= the theoretical probability of a 
trial being correctly categorized 
and: q=I-p, the probability of a trial 
being incorrectly categorized 
those tunes which were categorized correctly above random 
level at or below 5% were noted; the remainder were 
considered as having no further use in the investigation 
and were discarded. 
0 
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Of the tunes found usable, 16 of each mood were chosen, 
giving 80 tunes altogether over the five moods. The 
method adopted in order to decide-which should be chosen 
was to take those which had the greatest frequency of 
categorization by the listeners. The tunes remaining, 
despite the fact that they had demonstrably communicated, 
were discarded and not used further. 
The next step was to commit all 80 tunes to 
music ms. paperv so that the three modified tapes could 
be produced. 
Modified Tares. 
Before these tapes were produced, the 
researcher listened frequently to the Master Tapev follow- 
ing the 'score' simultaneously. Practice tapes were made 
and the method of making them refined after checks. It 
was found possible to re-record each of the 80 tunes from 
the open-reel original recordings made by the children on 
to a cassette tape. Each tune was re-numbered during this 
I operation? so that the selected tunes from the original 
300, each of which had, of course, been numbered consec- 
utively from one to 300, were now numbered one 
to 80, 
This uras done in order to simplify later reference. 
I 
The researcher now had the facility to play 
back the tape of 80 tunes on a cassette player. -It was 
found possible to use an earphone to listen to the original 
tunes whilst simultaneously making certain of the Modified 
Tapes, the researcher himself playing a glockenspiel and 
recording the result on the reel-to-reel machine which 
could not detect the original tune being listened to 
through the earphone. 
As earlier statedv three modified tapes were 
produced and details of these follow. 
a) Rhythm Taloe: 
The function of this tape was to 
enable an examination of the importance Of rhYthm in the 
successful categorization of each of the 80 tunes to be 
made. The compon 
a 
ent to be removed was thereforep the 
rhythmic onev but the original pitchp bath relative and 
absolutep as well as the original speed would b+mitated. 
It was a simple matter to secure correct pitchp since the 
original notes chosen by the composers had been 00=itted 
to, music ms. paper and ciould thus be played straight- 
fox-wardly. The speed component was first checked aurally 
by-listening to the original recording and when the tempo 
0 
had-been mentally absorbed, each modified tune, with every 
note nowý spaced equidistantly in time from the immediately 
adjacent notes? one on each Bide, could be recorded. In, 
this manner, every rhythmic featureq including metre as 
perceivedv, was removed. 
Additionally, care was taken to 
imitate,: 'as'nearly an possible, such incidental interpret- 
0 
ative variations as strength of percussion adopted, 
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sforzandi. accelerandi and decelerandi. This modified tape 
was labelled 'Pt. 
Pitch Tape: 
The function of this tape was to 
enable an examination of the importance of pitch in the 
successful categorization of each of the 80 tunes to be 
made. The component to be removed wast thereforep pitch. 
This was a straight forward operationt since the only note 
used was IGI above middle 'Clo The investigator was able 
to use an earphone through which the original melody 
could be heard. This reference enabled him to imitate 
rhythmic features incorporated in the melody and to adopt 
speedsp percussive levels, sforzandip accelerandi and 
decelerandi with as much accuracy as was Possible. This 
tape was labelled IRI 
Speed Tape. 
The function of this tape was to 
enable an examination of the importance of speed in the 
successful categorization of each of the 80 tunes to be 
made. The component to be modified wasp thereforep speed. 
-Clearlyp 
the procedure to be adopted had to be slightly 
different from procedures in a) and b) abovep 6ince speed 
cannot be removed; otherwise music, being sound in time, 
would cease to exist. Further, there are two possible 
modifications with regard to speed; tunes could become 
either faster-or slower than the originals. The researcher 
attempted to bring some precision into the modifications 
- i'sq- 
to be done, by considering the Maelzells Metronome 
indications (hereinafter referred to as 'NMI)., It was 
hoped to draw up a number of 'bands' of speeds into which 
the original MM speeds would fall, rather after the method 
of drawing up a frequency distribution, and then specify 
that when any speeds fell into a particular band, they 
would all be played at a certain arbitrarily-fixed altered 
speed. 'This was shown to be unacceptable, as some original 
speeds were little altered in relation to others. There- 
,. fore it was decided to make an arbitrary Judgment on each 
original speed; if it was felt to be slow, it was played 
at what was considered a fast speed and if it was felt to 
be fastp it was played at what was felt to be a slow speed. 
Where tunes contained more than one speed, the modified 
speed was different from each. 
As with the previous two tapes, care was 
taken to allow, as far as Possiblep all other musical 
features to remain. This modified tape was labelled 'St. 
The Ambiguity Tapes. 
The function of this part of the enquiry was 
to make an examination of children's preferences in one 
aspect of the original melodies. The aspect chosen was 
ambiguity/unambiguity. 
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II 
From the 300 melodies composed, it was 
decided to select ten of each mood. Half the group would 
have been categorized as of only one moodp while the other 
half would have been categorized not only as being of the 
mood intended by the composer, but also as being of at 
least one other mood. The frequency of categorization of 
all tunes had to be at least at the 5% level of significance. 
To exemplify: in the group of ten 'Angry' tunes to be 
chosenp five would have been categorized as definitely 
and only 'angry', but the other five would have been 
categorized as not only 'angry' but also as Perhaps 
'Frightened'. Since this procedure provided too many 
tunes in some instancesp it was decided that an acceptable 
criterion to reduce the possible tunes to ten was to take 
those tunes which had the greatest frequency of categor- 
ization. 
When each mood group's ten tunes had been 
ascertainedv each ambiguous tune within a group was paired 
with every unambiguous tune. This provided within each 
mood groupt 25 pairs of tunes; over the five mood groups 
there were thus 125 paired melodies. These 125 pairs were 
recorded on magnetic tapep care being taken to randomize 
not only the order in Which moods were arranged, but also 
sý that sometimes unambiguous tunes were heard'first in 
-the, pair and at other times the reverse. It was deemed 
advisable to produce three tapes with approximateiy one 
third, of the total pairs on each, so that, one tape being 
used at a timep pupils were not subjected 
to what could 
- i4l ýý- 
I 
have been a too long listening s6ssion; had all 125 pairs 
been played to the listeners at one sitting, the fuliest 
possible co-operation of the children could have been 
in doubt. 
Response sheets of a uniform pattern were 
produced, so designed that for each pair of melodiebp each 
child was required only to circle either the tune numbered 
first or the tune numbered second. Reference by the 
re, gearcher to an answer sheet gave information as regards 
correctness or otherwise of the ringed number. 
The Sample. I 
a) The School Background,. 
The school used for the research is 
situated in a coastal town in East Sussex. The pupils 
represent a social cross section of societyp coming as týey 
do from a mixture of owner-occupier homes and council 
estate dwellings in approximately equal proportions. Many 
of the pupils are from unsatisfactory home backgrounds in 
respect of broken marriages or one-parent fýmily circum- 
stances. Over 60% of pupils are in receipt of free meals 
and this given some indication of the financial situation 
in the locality. Conditions within the school are excell- 
ent, the building itself having been erected only 
25 years 
ago_ at a time when money for education was lavishly being 
used where new provision was being made. 
The school has a 
well-established Brass Band; 
there are Recorder Ensembles, 
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containing Sopranino, Descant, Treble, Tenor and Bass 
voices as required. Guitar, violin, 'cello and'orchestral 
percussion are taught; there is good provision of visiting 
music staff. However, since the number of pupils on roll 
is 670 and there is a limited amount of music staff avail- 
able, only about 100 pupils come within the ambit of the 
provision quoted, it can hardly be said that such music is 
part of the life of the pupils ..... at least, as far as 
pernonalt practical participation is concerned. Of course 
a great deal of listening is afforded. Those not included 
above rely upon the services of an extremely competent 
teacher who deals with mainly choral class singing 
although the approach to this is enlightened and a music- 
ianly one. During this class work, much use if made of a 
goodly array of percussion both untuned and tuned. 
b) Tune Composers. 
In the earlier experiment (LEGGATT 1974) 
it had been found that the most successful communication 
took place when tunes were composed by 2nd. Year junior 
pupils? so it seemed sensible therefore, to select such 
juniors to compose the tunes to be used in this reoearch. 
The pupils in the school chosen to 
assist, are in mixed ability classes; all classes contain 
boys and girls. The children's register numbers were 
noted and from these a random selection was 
taken. This 
provided 30 boys and 30 girls. 
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c) Tune Listeners. 
Again, these were pupils in mixed 
ability classes. No selection of pupils from classes was 
made; the researcher used all who were present on the days 
chosen for taking their responses. Classes of 2nd., 3rd. 
and 4th. Year junior pupils, boys and girls, were used. 
5- Extra-musical Factors. 
The hypotheses adopted in their revised 
form indicate that the researcher wished to look for the 
possible interactions betweenp on the one hand the ability 
of the sample to recognize the musical cues that led to 
the successful categorizations of the tunes and what those 
cues werep and on the other hand the correlationsp be they 
positive or negativep with some psychological factors in 
the subjects forming the sample used. In particular, two 
questions were to be examined: 
Is it demonstrable that the subjects who categorize 
successfully, both generators and auditors, 
i. have some particular personality 
traits? 
ii. have a specific ability to filter-out 
the musical ingredients which may be 
found to be part of the specification 
for a particular mood? 
After a consideration of some of the personality factors 
outlined in Chapter 
Two it was decided that it would be 
feasible to administer the Junior Eysenck Personality 
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Inventory. This was to be given tolall the pupils in the 
sample. It was further decided to obtain information 
concerning personality by asking the class teachers of the 
subjects to complete a questionnaire about each of the 
subjects in the sample. The instrument to be used would 
be the 'Bristol Social Adjustment Guidelt devised by 
STOTT (1976). It was hoped that the evidence accruing 
from this would be useful for the investigator to draw up 
brief profiles about a small number of subjects whose 
performance seemed in any way noteworthy. It was further 
decidedt in respect of 5(11) abovev to give a test to all 
subjects which might throw some light on their skill at 
differentiating figure from ground. It seemed reasonable 
to suppose that if there are particular components to tunes 
which can bet in whatever way, recognized by listeners as 
cueing them to categorize a tune specifically, the 
listeners must have some skill which may be observable; 
and if that skill is of the figure-ground variety, it may 
be possible to demonstrate this to be so. From the 
material availablet it was decided to administer to the 
groups of generators and listeners, the first band, 
entitled 'Melody' of a set of music tests devised by 
DA'VIES (1971 ), to which fuller reference was miade in the 
second chapter. 
II. The Experiments. 
1. Introduction. 
As already outlined, the materials to 
put the experiments in motion had been decided on and 
made. They comprised: 
a) A Master Tape: This consisted of a cassette- 
type magnetic tape on which was 
recorded 80 tunes, equally 
representative of the five 
moods Angryp Comicalp Dreamy, 
Frightened and Bad. 
b) Modified Tapes: i. No rhythmic content. 
ii. No pitch content. 
iii. Each tune with varied speed. 
c) Ambiguity Tapes. 
d) A Personality Test. 
e) A personality questionnaire. 
. f) 
An Embedded Figures Test. 
_The 
Experimental Process: 
All the pupils in two mixed ability classes 
of each of 2nd., 3rd. and 4th. Year childreng i. e. six 
classes in all, 1were used. In order to minimize possible 
stress, to the pupils which might have been caused by the 
researcher working directly with the pupils, it was 
thought advisable for each class teacher to administer the 
listening tests to his own pupils. To avoid, as far as 
pos'Sible,. any discrepancies 
in the details of the administr- 
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ation of the tests, each teacher was issued with a copy of 
uniform instructions for the giving of the tests. Expla- 
nations concerning the content of the tape were made. Pupils 
were instructed how to record their responses on the 
uniformly designed answer sheets. Explanation was made 
concerning how to alter responses in an unambiguous way 
to allow for 'second thoughts'. Short practices were made. 
I 
The same cassette player was used through- 
outp and the controls for tone and volume were set and 
sealed so that all pupils heard the tapes under identical 
conditions of reproduction. Further, all listening was 
undertaken between 11.00 am. and 3.00 pm. as a small 
scale enquiry (LEGGATT9 1970) had, suggested these to be 
the times between which Junior pupils tended to be most 
alert. It was also arranged that no pupils should be 
required to take part in this research at times which 
meant missing well-loved activities such as artv craft, 
swimming or gamesp as it was felt that otherwise some 
resistance to full and thoughtful participation might be 
aroused. 
The sample responded to the three modified 
tapes with two dayslinterval between each audition. This 
was judged to be sufficiently long to enable memory of 
.. what had previously been heard 
to fade. In any case, it 
was considered highly unlikely that a child could remember 
for several hours what response, chosen from fivep he 
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might have made to any one of 80 tunes. After several 
weeks, the same sample of pupils heard the original tape 
in its unmodified form. 
Each pupil was also played the tape of 
embedded tunes under the same conditions that pertained 
to the previous four, tapes. The Ambiguity tapesq however, 
were used only with 2nd. and 4th. Year pupils. Each pupil 
was further required to respond to the tape of embedded 
tunes and to complete the Junior Eysenck Personality 
Inventory already referred to. For this test each child 
had. a prepared answer sheet. Again, it was thought to be 
less stressful if each child's own class teacher admin- 
istered this test. That concluded the part actively 
played by the children. 
k 
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CHAPTER FIVE 
Collation and Processin, g of Results. 
The Categorizations. 
As remarked elsewhere, MOLiS (1968) 
'has referred to the method in empirical research within 
an aesthetic context of holding, certain variables constant 
i -- - h4o--- , in general terms of ntpr_Qa-t' 
and this strWtegy s rtO"the present research. A 
Further, in order to secure the most Výýlid form of matching 
amongst the subjects used in the experiment, it was decided 
to use each subject as his own control. The following 
procedure was adopted: 
1. All 80 tunes were categorized by mood, in 
the version as produced by the child composers 
who, as previously remarkedt had shown them- 
selves skilled in tune composition. The 
categorizations were made by 183 pupils. 
2. The same 183 pupils now listened to the 
original tunes again, but in each of the three 
modified versions. 
3. The three variables of pitchp rhythm and' 
speed were manipulated in each of the three 
modifications; in the first two by removing 
them in turn and in the third by varying the 
I, 
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speed of tunes. When pitch was removed 
therefore, rhythm and speed were held constant 
according to the composer's original; when 
rhythm was removed the same pitch and speed 
as in the original were retained and when 
speed varied, pitch and rhythm were as defined 
by the composer in the original version of 
the tune. 
The effect of this procedure was to 
produce mood categorization on the modified tunes which 
could be related to the original categorization of the 
immodified tunes. For future reference, the following 
abbreviations will be used: 
"0 11; the tunes as originally composed, 
IIHODIII; tunes modified by maintaining original 
pitch and speed, removing rhythm. 
"FIOD211; tunes modified by maintaining original 
rhythm and speed, removing pitch. 
"IqOD3"; tunes modified by maintaining original 
rhythm and pitcht varying speeds. 
The responses to the original and to 
the modified tunes were characterized by the letters A, C, 
D, F, or Sp these letters standing for the moods of the 
tunes as perceived by each child. Each letter represented 
the mood of which it was the initial 
letter, i. e. ANGRY, 
C014ICALP DREAMYr FRIGHTENED and SAD. 
i 
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The info=ation was suitably coded 
for processing by computer. Although there were originally 
183 subjects, data for onlY 179 were usable on account of 
some information being incomplete. The processing took the 
form of cross-tabulations each of the following pattern: 
TABILB 1, 
For Tune No. 46. 
Hodif ied 
2345 Total % 
0 1' 21 8 16 4 60 33.5 
r 
12 
5"'. --20-", 554 39 21.8 
936400 12 6.7 
1 14 6 45 25.1 
n 
54 10 243 23 12.8 
Total 37 69 21 35 17 179 
ýo 20.7 38.5 11.7 19.6 9.5 100 
The vertical left-hand column 1-5 indicates the original 
mood and the horizontal top row similarly numbered 
indicates the listeners' perception of mood; I= angry, 
2 comical, 3= dreamy, 4= frightened and 5= sad after 
modification. With reference to the example above for tune 
no- 46t the row totals show the number of subjects that 
categorized the original tune as A, 
Cp Dv F and 8 (these 
- 151- 
f 
are the initial letters of the moods). The frequencies are 
60t 39P 129 45 and 23 respectively. Similarly the column 
totals show how the subjects categorized the modified tune. 
The body of the Table gives the frequencies for the 
intersection of the two classifications. For example, of 
those 60 subjects who categoriýzed the original tune as 
angryt on modification 11 categorized it as angry again, 
21 as comicalp 8 as dreamy, 16 as frightened and 4 as sad. 
The frequencies lying on the diagonal of the array, as 
marked, indicate the number of subjects remaining in the 
same category after modification. In contrast, the 
off-diagonal frequencies show the number of subjects who 
have changed classification. It was thus possible to 
construct for each cross-tabulationt Table 2 of the 
following pattern: 
TABLB 2 
Sam e Different Total 
AngrY 11 (18.3%) 49 (81.7%) 60 100 
comical 20 (51-35) 19 (48.7%) 39 100 
Dr_eaniy 2, (16.7%) 10 (83.3%) 12 100 
FXightened 10 (22.2%) 35 (77.8%) 45 100 
Sad 3 13 . '0%) 20 (87. e/'-, ) 23 100 
46 (25'-7%) 133 (74-3ý,, ) 17'9 100 
alli. -squared = 17.8 (4 df. ) Significance = p<o. ol 
A significant chi-squared value 
indicates that the percentage of subjects remaining in the 
same mood category (A, C', Dt F and S) on modification is 
different from the original categories. For example, the 
percentages 18.3,51.3t 16.7t 22.2 and 13.0 for At C, Dv 
Y and S respectively are significantly different and the 
differences are not due to chance. It must be noted that 
this is an over-all chi-square test indicating whether 
there are differences between percentages as a set. 
For each Table like Table 2, a 
chi-squared value with four degrees of freedom was worked 
and in the example significance below the one per cent 
level was achieved. From these data, it was now possible 
to draw up three summary Tables for al-I 80 tunes. These 
would permit comparisons over all tunes and the facility 
to exmine the differences in the probability of a tune's 
remaining in the same mood category and the probability of 
the tune's mood changing after modification. (Because of 
the difficulties involved in presentation, the 240 tables 
are not included in this account). 
- iss- 
I TkBLB 
-3.1 
MODI Same Different 
Tune Frequency Percentage Frequency Percentage 
1 70 39-10 109 60.90 
2 57 31.84 122 68.16 
3 92 51-39 87 48.61 
4 61 34-07 lis 65-93 
etc 
TABLE 3.2 
MOD2 Same Different 
-Tune 
Frequency Percentage Frequency Percentage 
i 46 25.69 133 74-31 
2 56 31.28 123 68-72 
3 34 18-99 145 81.01 
4 37 20.67 142 79-33 
etc 
TABIE 3.3 
MOD3- Same 
Different 
Tune Frequency Percentage 
Frequency Percent 
1 66 36.87 
113 63-13 
2 54 30-16 
125 69-84 
3 38 21.22 
141 78-78 
4 54 30-16 
125 69-84 
etc 
Further analysis of the information 
in Tables 3 was undertaken to examine discernible patterns 
of change effected by the three modifications and whether 
such patterns showed consistency over the 80 tunes. 
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In order to be able to make observations 
relating to the changes to tune mood perceptions consequ- 
ent upon the modifications, a Table was made using the 
evidence collected from Table 2. In the example already 
cited as Table 2. it is apparent that "Comical" mood 
was more resistant to change than all the other moods, 
so a preliminary statement viz. C A, D, F, S could be made. 
However, it became evident that sometimes there were 
more than two identities of comparison available. To meet 
I 
this eventualityt a chi-squared test was carried out for 
each, table so that partitioning might show homogeneous 
clusters of moods significantly different from each other 
in degree of resistance to change. Thus ....... 
Partitioning: See MAXWELL 0 971 
I 
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for the third modification of tune no. 49 in Table 15.3 
in the Appendix, it was found that the first cluster of 
A, CF and DtS was'amenable to partitioning which revealed 
significantly C ApF. Therefore an amended first statement 
now appeared as C A, F D, S. Sometimes, an overall chi- 
squared value for the five moods suggested that the 
proportions between moods were not statistically different 
from one another and partitioning would not lead to 
significant chi-squared values; in such a case, a simple 
statement of "No pattern" had to suffice. The complete 
account of these data appear in the Appendix but an extract 
is given: 
TABLE 15 
Tendency to change is from left to right 
Tune MOD1 MOD2 MOD3 
no* 
33 CD2S A CDFS A CDS FA 
34 AF DS C No pattern DS F AC 
1 35 AF DS C No pattern AS DF C 
The MOD1 statement in Table 5 which concerns tune no. 35 
-viz. AF DS C is to be interpreted thus: the "comical,, 
mood category has the highest resistance to change as the 
result of the highest probability of being re-classified'on 
modification as "comical". This'mood *hýs a greater 
resistancP to change than all the others. The moods 
-11angry'l and "frightenedlIp and "dreamy" and "sad" have a 
similar rate of change within their own cluster, in 
probabilistic terms. The resistance to change of cluster 
DS is less than that shown by "comical" but greater than 
that demonstrated by cluster AF which is the least 
resistant to change of all, and this mood cluster has the 
highest probability of change. It is noteworthy that the 
clusters of moods designated AF and DS do experience some 
slight variations in rate of change within themselves but 
in fact these rates are not statistically different so are 
not recorded in the general statement. 
2. The Embedded Figures Test. 
The design of this test required 
each child to state whether or not a specially composed 
melodic fragment was. perceivable within a longer melodic 
statement. The data obtained from this test were a simple 
frequency count. A maximum score of 15 could be achieved 
by any child who gave all correct answers to the test; 
such answers being "yes" to some questions but "no" to 
Ot hers required translating 
to "correct! ' or "incorrect" for 
the requirements of computer processing. The higher the 
number of "correct" responsest 
the more efficient was the 
subject'at disembedding 
the fragment or indeed, in some 
cases realizing 
that the fragment was not included in the 
melodic statement. 
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When suitably analysed the data 
could provide information thus: 
a. The distribution of the EFT scores, the 
overall mean and standard deviation. 
b. The effect of age, sex and personality 
on EFT. 
C. Comparison of composers and listeners with 
respect to EFT scores. 
d. Correlation of change in categorization 
with EFT. 
-he data obtained for each of the above: The following were t 
a. Distribution of EFT scores. 
Frequency of 
correct responses (score) 
TABLE 6 
Frequency of 
children 
scoring 
correctly 
5age 
2 
2 3 1.7 
3 6 3.4 
4 5 2.8 
5 21 11.7 
6 13 7.3 
7 18 10.1 
8 17 9.5 
9 26 14.5 
10 21 11.7 
11 19 10.6 
12 14 7.8 
13 4 2.2 
14 4 2.2 
15 1 1.0 
Missing 5 2.8 
179 100.0 
Mean = 8.02 approx. 
S. D. = 2.99 
ý- 1Sq - 
The Effect of sex on EFT. 
In order to check for differences 
between sex groups with regard to disembedding ability, 
and to include an examination of this within the separate 
groups of composers and listeners suitable data were 
'extracted 
from the computer-held information thus: 
TABLE 7 
Mean S. D. n 
Composers BOYS 8.31 2-50 13 (1 T- 
GIRLS 8.50 2.48 16 (2) 
Listeners BOYS 8.01 2.89 78 (3) 
GIRLS 8.44 2*96 96 (4) 
Composers: Boys v Girls: t0 12 . 098 ns 
Listeners: Boys v Girls: t 34 0.004 ns 
BOYS: Composers v Listeners: t 13 = 0.002 ns 
G. IRLS: Composers v Listeners: t 24 = 0-0003 ns 
f 
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(ii) The Effect of Age on EFT. 
TABLE 8 
Age Mean S.. D. n 
BOYS 8+ 7.52 3.26 27 
9+ 8.27 3.10 22 
10+ 8.27 2.34 29 
GIRLS 8+ 7.55 2.65 38 
9+ 8.95 3.06 22 
10+ q. o6 3.05 36 
Analvsis of Variance Table 
'Source of 
Variation 
Sum of 
squares 
d. f. Mean 
square 
F_ 
ratio level 
Sex 9.87 9-87 1.17 0.28 
(ns) 
Age 54-45 2 27.22 3.23 0-04 
(a) 
Sex x age 5.03 2 2-51 0.30 0.9 
interaction (ne? 
Residual 1415-14 168 8.42 
Total 1482-37 173 
The-Analysis of Variance Table enables tests of significance 
for the effects of sex and age, as well as the interaction 
between them, to be carried out. 
*This, column is the actual probability of observing the 
F-ratio given. 
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b (iii) The Relationship between 
Personalitv and EFT. 
TABLE C) 
Peýrson 
Hr" 
*Signif. 
level 
EFT x Extraveraion +0.11 0.15 ns 
EFT x Neuroticism -0-07 0.38 ns 
Eft x lie -0.16 0.04 s 
The Table enables any relationship between EFT scores and 
the three factors of personality tested to be examined. 
c. EFT and the Modifications. 
After a tune had been modified, if pupils were 
aI ble to categorize it as the same mood as before modific- 
ationt it could be that the children had perceived like 
components in both versions, the components being suffic- 
ient to cue identical responses. This might imply a 
facility by such children in recognizing salient features 
common to both versions. It was decided to see if the 
children who categorized in this way could be identified 
by their parallel ability at disembedding. The expect- 
ati on would be that a high score at disembedding would 
correlate positively with high frequency of tunes categ- 
orized by the same mood description as between original and 
*This column is the actual probability of observing the 
F-ratio given. 
- i(C)2-- 
a modification. The following tables give the inform tion 
for each modification. In the Tables, column I gives the 
number of tunes which after modification were categorized 
as being the same mood as when the tune was heard in the 
original version without modification. Column 2 gives the 
frequency of listeners who made the decision just 
described. 
TABLE 10.1 
HODI Number of 
tunes categ'd 
same as orig. 
Frequency of 
listeners 
Judging as 
same mood 
%age 
7 0-5 
9 0.5 
11 0.5 
13 3 1.7 
14 3 1.7 
15 2 1.1 
16 6 3.4 
17 3 1.7 
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TABLE 10.1 (conclld 
MODI Number of Frequency of %age 
tunes categ'd listeners 
same as orig. judging as 
saine mood. 
18 6 3.4 
19 10 5.6 
20 8 4.5 
21 10 5.6 
22 8 4.5 
23 8 4.5 
24 14 7.8 
25 15 8.3 
26 11 6.1 
27 11 6.1 
28 8 4.5 
29 6 3.4 
30 11 6.1 
31 9 5.0 
32 3 1.7 
33 2 1.1 
34 4 2.2 
35 4 2.2 
36 2 1.1 
37 2 1.1 
38 3 1.7 
39 2 1.1 
43 1 0.5 
46 0.5 
179 100.0 
approx. 
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TQLL 10.2 
ll, oage MOD2 Number of Frequ-ency of 
tunes categId listeners 
same as orig. judging as 
same mood. 
8 0.5 
9 ID -5 
11 4 2.2 
12 5 2.8 
13 10 5.6 
14 13 7.3 
15 6 3.4 
16 11 6.1 
17 10 5.6 
18 20 11.2 
19 14 7.8 
20 8 4.5 
21 15 8. ý 
22 12 6.7 
23 12 6.7 
24 10 5.6 
25 8 4.5 
26 11 6.1 
27 3 1.7 
28 3 1.7 
29 1 0.5 
31 1 0.5 
179 100.0 
ap, )rox. 
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TAELEýI-jl 2.1 
MOD3 Number of Frequency of 
tunes categId listeners 
same as orig. judging as 
same mood 
11 3 
12 3 
13 3 
14 10 
15 10 
16 13 
17 14 
18 13 
19 13 
20 17 
21 1) 
22 20 
23 9 
24 8 
25 7 
26 5 
27 5 
28 3 
. -)g 5 
30 1 
31 2 
32 2 
33 4 
34 1 
179 
'A , age 
1 .6 
1.6 
1 .6 
5.6 
5.6 
7.3 
7.8 
7.3 
_5 
7.4 
7.3 
6.7 
11 .2 
5oO 
4o5 
3.9 
2.8 
2o8 
1 .6 
2o8 
0.5 
2.2 
Oo5 
100.0 
approx. 
1 
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Tables 10.1,10.2 and 10.3 above show the frequency of no 
change in categorization as between each tune's originally 
perceived categorization and the categorization perceived 
after modification of that tune. For example, in Table 
10.3 the second entry indicates that three listeners chose 
the same categorization for 11 tunes i. e. they changed 
their decision on 69 tunes, whilst at the other extreme, 
one listener perceived that 34 tunes were of the same 
categorization after modification as their perception of 
the originals before modification. A similar explanation 
applies to Tables 10.1 and 10.2. 
The computer was'programmed to 
produce correlations between the frequency of tunes 
categorized as the same after each modification and the 
EFT score frequencies. These are given in the following: 
TABLE 11. 
Pearson Correlation Coefficients. 
Signif 
level 
MODI +0.1713 0.01 
MOD2 +0-1309 0.04 s 
31OD3 +0.1177 0.06 ns 
- IV- 
The Personality Test. 
The expectation is that since music 
is emotionally based in the intellectual processp there may 
be a link between the perception of the mood of tunes and 
the perceiver's personality. To test this theory with 
young children, each child in both composer and listener 
groups was given the Junior Eysenck Personality Inventory. 
. The 
60 responses when suitably coded were processed by 
computer. The data produced information regarding 
extraversion and neuroticism, and the lie scale incorp- 
orated in the battery would. help decisions to be made 
regarding the veracity of the responses. The data were 
necessary in order to be able to make observations later 
concerning the correlation of personality with performance 
in the categorization of moods; e. g. any marked degree of 
heterogeneity between composers and listeners or between 
sexes, or between age groups, could have an important 
bearing on the interpretation of any findings that might 
accrue. A surnmary of the data follows: 
-1-. 
TABLB 12 
I Personality of Composers, 
Only 
-PUpils age 
8+ 
Extraversion 
Mean S. D. n F Signif. 
BOYS 18-75 3.51 20 0.56 ns 
GIRLS 17.67 5.32 18 
Neuroticism 
Mean S. D. n F Signif. 
'BOYS 
13.65 4.12 20 1.56 ns 
GIRLS- 15-39 4.47 18 
Lie 
Mean S. D. ' nF Signif. 
BOYS 1.80 1.44 20 0.03 ne 
GIRLS 1.72 1.23 18 
I 
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TABLE 13.1 
Personality of Listeners. 
Extraversion 
BOYS Age group Mean S. D. n 
1 17-79 3.24 29 
2 17-13 4.49 23 
3 17-14 3.22 29 
GIRLS 1 17.21 3.43 38 
2 18.25 3.30 24 
3 18-75 3.93 36 
Analysis of Variance Table 
Source of Sum of df. Mean 2- *Sig. 
Variation Squares square ratio level 
Sex 18.00 1 18.00 1-35 0.24 
(ns) 
Age 10.82 2 5.41 0.41 0.9 ý 
(ns 
Sex x age 43-33 2 21.66 1.62 0.20 
Interaction (ns) 
Residual 2240-56 168 13-34 
Total, 2311.86 173 
This is the actual probability of observing the 
F-ratio given 
-170- 
TABLE 13.2 
Personality of Listeners 
Neuroticism 
I 
Age group Mean S. D. 
I n BOYS 1 14-00 4.35 29 
2 14-43 4.67 23 
3 11-79 4.6o 29 
G=S 1 15-92 5.28 38 
2 16-38 4.21 24 
3 14.61 3.95 36 
I 
Anal-vais of Variance Table 
Source of Sum of d. f. Mean F- *Sig. 
Variation Squares Square ratio level 
Sex 235-37 1 235-37 11-34 0.001 
Age 142.07 2 71-04 3.42 00 3 
Sex x Age 5.78 2 2.89 0.14 O 
, 
Interac, tion 
x 
(ns 
-Residual 3487-35 168 20-76 
Total 3865-49 173 
This is the actual probability of observing the 
F-ratio'giv en. 
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TABLE 13.3 
Personality of Listeners. 
Lie 
Age group Mean S. D. n 
BOYS 1 4.45 1.90 29 
2 2.35 2.06 23 
3 2.45 1.64 29 
GIRLS 1 3.18 2.40 38 
2 3.88 2.77 24 
3 2.53 1.80 36 
Analysis of Variance Table 
Source of Sum of d. f. Mean F- *Sig. Variation 8quares Square ratio level 
Sex 0.14 1 0.14 0.03 0.9 
(nsý 
Age 45-96 2 22.98 5.08 0.007 
(S) 
Sex x Age 42.63 2 21-31 4.71 0.01 
Interaction (S) 
Residual 759-70 168 4.52 
Total 848-31 173 
This is the actiial probability of observing the 
F-ratio given. 
57ý. tný 
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Extracting the relevant data from Tables 13, the following 
Table can be made: 
TABLE 1 
Personality; Composers v Listeners. 
Age p_-rou-c 1 only - 
1ý - IRS LIE)TBINERý`ý) CODipokiIi 
BOYS 
Fleans ý3. D. n Dýeanc, S. D. r 
Ext. 17.79 3.24 29 18-75 3.51 20 0.007 ns 
Neu. 14-00 4.35 29 13.65 4.12 20 0.003 ns 
Lie 4.45 1.90 29 1.80 1.44 20 0.083 ns 
GIRLS 
Ext. 17.21 3.43 38 17.67 5.32 18 0.003 ns 
Neu. 15.92 5.28 38 15-39 4.47 18 0.208 ns 
Lie 3.18 2.40 38 1.72 1.23 18 0.050 ns 
The above Table provides a basis for a comparison 
to be made between Composers and Listeners with regard to 
those items of personality which were tested, viz. 
extraversion, neuroticism and lie. 
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4. The Ambimity Experiment 
When the listening sample had responded on 
printed response sheets, by indicating whether they 
preferred an ambiguous tune or an unambiguous tune in each 
pair they heard, the responses were totalled by mood, age 
and sex and a frequency matrix was drawn up. The full 
results are given in the Appendix but an exemplar follows 
so that the system can be explained: 
MATRIX 1, 
A2B PREFERRED 
Ambiguous Unambiguous 
71 84 107 124 163 49 69 75 105 129 
71 10 '19 22 
84 13 14 
107 
124 
163 
49 17 14 
69 10 17 
75 
105 
129 
On the horizontal and vertical axes, the numbers 
71 84v 107 .... 129 represent the identification numbers 
of tune played. When the 
first pair of tunes, viz. 
I 
'nos. 71 and 49 was playedp 10 judges said 
they preferred the 
unambiguous tune no. 49p 
but 17 judges declared in favour 
of no. 71. Similarly, of 
the pair of tunes nos. 71 and 69, 
-177- 
the unambiguous no. 69 was preferred to the ambiguous 
no. 71 by 19 judgments to 10; and similarly between tunes 
nos. 84 and 699 the ambiguous no. 84 was chosen against 
unambiguous no. 69. 
Thus matrices could be drawn up for the five 
moods Angryp Comical, Dreamyp Frightened and Sad with 
respect to age and sex. 
From these matrices, it was possible to draw up 
a simple displayp using only "I" or "011 for each pair 
judgedf whether ambiguity or unambiguity was preferred, at 
first using a straight forward majority as the basis for 
decision. The full tables of decisions are included in the 
Appendixt but for explanatory Purposes a model follows: 
MATRTX 2 
A2B 
71 
84- 
107 
124 
163 
49 
69 
75 
105 
129 
11REFERRED 
, -Ambiguous 
Unambiguous 
- ±79- 
I 
Tunes are identified, horizontally and vertically 
in'a manner identical with the first matrix examplep headed 
MATRIX 1. The method of recording the majority decision for 
ambiguity or unambiguity was to enter 11011 in the co-ordinate 
intersection whose frequency was lower than the compared 
frequencyp the latter being scored as Thus in MATRIX 2, 
the, figure "011 is entered under horizontal 490 because tune 
no'. 49 was in the minority in MATRIX. I as against horizontal 
71, below which, and co-ordinate with vertical 49, is 
entered "I". Similarly, because ambiguous* tune no, 84 is 
preferred to unambiguous tune no. 69, It is scored as "I" 
and co-ordinate vertical 69/horizontal 84; whilst 'lot$ is 
entered at co-ordinate vertival 71/horizontal 69. If "tied" 
frequencies occurred, these were recorded as : 11 - 
Howeverv in order to secure greater rigour for 
the decisions to be inferred from MATRIX 2, a further 
refinement was made. For example, in MATRIX 1v for each pair 
of tunes, it was decided to test the strength of the 
proportion of judgments in favour of the ambiguous tune of 
each pair, against the Judgments in favour of the unambiguous 
tune in the same pair. For instance, with regard to the pair 
of tunes nos. 49 and 71 in 
MATRIX 1, was there sufficient 
difference between the poll Of 10 in favour of unambiguous 
no. 49 and the Poll Of 17 
in favour of ambiguous no 71 ? 
I- 
j7G1.. 
To discover this for each pair, every pair of judgment 
frequencies was, sixbmitted to chi-square processing. It will 
be seen (see Appendix) that where a proportion was found 
acceptable by, taking the 5ý- level of significance as the 
criterion, the relevant "1" was marked with a red spot. 
It was now a simple matter to find the total frequencies for 
preferred ambiguous or unambiguous tunes; these are given 
in the Appendix. 
Su=ary tablesp having been drawn upp enabled 
final conclusions to be drawn with respect to these groups: 
Groups Preference Prenuencies 
Within ambiguity/ Within age groups 
unambiguity Between sex groups 
Between ambiguity/ By whole, group 
unambiguity Within age groups 
Within sex groups 
Between moods. 
f 
CHAPTER SIX 
Statement of Findingas3. 
This chapter is based upon each of the sections in Chapter 
Five and follows an identical sequence. 
I'& The Categorizations. 
(i) The contention is that when a tune as 
composed is modified in each of the three ways previously 
describedt the categorization now given to each tune will 
change if the remaining two components are insufficient to 
cue the listener to make the original response again. If 
no change occurso the remaining two components were suffic- 
ientýof themselves to cue the listeners to give the 
original response again. 
I FINDING: From cross-tabulations (Chapter 5, type Table 1), 
it was found that when the tunes were modified by 
each of the three ways already describedt every 
categorization demonstrated varying degrees of 
change within each modification. 
i 
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(ii) It was decided to examine for the 
effect of age and sex on the mood classifications made by 
the listeners on the original tunes. This was worked 
by computer, but since only four results for sex effect and 
eight for age effect reached 5% significance out of 80 
events examined in each group, it was decided that: 
FITTDING: Neither age nor sex differences can be demonstrated 
for classification of the original tunes. 
I By the age of 8+ children have the constructs - 'whatever 
they are - and they are comparable across age groups. 
With reference to section I (i) above, 
howevert not all changes were Of sufficient amount to give 
confidence that the changes were substantial enough as a 
basis for firm conclusions. To clarify the situation a 
systematic examination of all the data (of the type in 
Table 2., Chapter 5) was made. Where the chi-squared value 
did not reach 5% significance level for a particular tune, 
it was not considered further. Where significance was 
reached however, as in the case given as Table 2 in the 
fifth I chaptert inferences could be drawn -regarding which 
mood or moods were most and least resistant to change. 
For example, in the Table 2 cited, it can be inferred that 
the'-, ' Comical" mood was the one most resistant to change,, 
which could have been caused by the modification undergone 
by the original, since 51.3% is the largest proportion of 
the five. Inspection of Tables 3.1.3.2 and 3.3 given in 
full in -the Appendix, showed inconsistency of the mean 
percentage of changes of mood 
between modifications. 
- 
An 'IF" test between pairs of modifications was done and the 
data are recorded in Table 3.4 in the Appendix. Signific- 
ance at the 5% level having been observed for all three 
"FII ratios, the implication is: 
FINDING: The effect of different modifications of tunes 
is to bring about varying amount of change in 
the re-categorization of the original tune. 
As regards the actual probabilities of 
change., Table 3.4 indicates that within modificationsp the 
rates of change of categorization appeared to be broadly 
similar as the standard deviations are small. The odds of 
change to no change appear to be about 2: 1 for MOD1 
whilst in the other modifications the odds lengthen to 
3 -, l approximately. The probability of change is lower 
in MOD1 than in YOD2 and in XOD3. This suggests that the 
information carried by pitch and speed in MOD19 rhythm 
having been taken outp is more likely to enable listeners 
to categorize MOD1 moods more nearly like the original 
categorizations than in MOD2 where the information carried 
by rhythm and speed, pitch having been removed, is not 
sufficient to prevent greater change in MOD2 than in MODJ. 
, Whilst 
these differences are not great but also taking into 
aCcount that the S. D. for MOD2 is 
the smallest suggesting 
greater consensusp it may be a 
hint that: 
-iS, 5- 
FINDING: Rhythm and speed are less helpful in the 
categorization of tunes than are pitch and speed. 
As regards MOD1 and MOD3P the implication is 
that because the probability of change is lower in MODI 
than in MOD3 where the speed was variedt listeners are more 
likely to categorize MODI more nearly like the original 
categorization than MOD3. 
FINDING: The speed chosen by composers is an important 
factor in listeners$ categorization of tunes. 
In MOD2 and MOD3 the probability of change 
is approximately the same and this imPlies that neither 
the inclusion of rhythm in MOD3P speed being modified, 
nI or'the use of the original speed in MOD29 rhythm being 
absent,, makes any measurable difference in suPPlYing cues 
to'categorization. 
FINDING: No evidence is found to suggest that either one 
of rhythm and speed has a more discriminating 
effect in the categorization of tunes. 
If regard is had to the last three findings 
above,, It would appear that an alternative Finding (see 
Chapter 7, "Implications for further research") can be 
deduced: 
0 
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FINDING: Cues to the categorization of tunes CAN be 
provided by the interaction of on the one hand 
pitch and speed, and on the other hand by pitch 
and rhythm. However, it is by no means certain 
that in some cases the interaction of pitch, 
rhythm and speed is necessary for categorization. 
Uv) In Table 4 in the Appendix, a count of 
patterns in the decision column could show comparisons 
between modifications of their resistance to change. The 
summary given at the end of Table 4 shows that overall, 
MOD1 produced a somewhat higher resistance to change than 
the other two modifications. Of the 40 tunes where unequal 
resistance to change is observed, the slight emphasis in 
favour of MOD1 is significant at the 5ý- level. Such a 
resistance, to change may imply, as already statedv that 
pitch and speed are sufficient cues for categorizations, 
although perhaps not in all cases. However, in all three 
modifications there is a higher probability of certain 
outcomes than of othersl with respect to the movement in 
perception from one mood cluster to another. In the 
Appendix, Tables 15-1t 15.2 and 15.3 show the main mood 
clusters grouped by kind. 
It is clear from these groupings 
that: 
pIlTDING: 
140DI: Original clusters tend to change to 
clusters AfF and C#D. 
-iS:! ý- 
FINDING: 
MOD2: Original clusters tend to change to 
cluster AtF. 
XOD3: With respect to speed, 
(i) When the original tune is played 
more quickly, change is to C; 
(ii) When the original tune is played 
more slowly, change is to D, S. 
With respect to cluster A? P there is change from 
A to F and F to A; there is also change FROM 
cluster AtF as well as change TO cluster A, F. 
With respect to (i) above, it is noticed that, 
there is a tendency for all four moods Angry, 
Dreamyp Frightened and Sad to change to Comical 
with approximately equal likelihood, but if there 
is a cluster most likely to change to Comical 
it is D? S. With respect to (ii) abovet the 
tendency, is that moods A, C and F wili cluster 
and offer about equal likelihood of changing to 
mood C. 
I 
The implication of these changes is that 
combinations of different components cause a tendency for 
original tunes to be categorized in specific ways. This 
argues-for some type of specificity of effect which may be 
attributable to the components of the music. It is 
pertinent that different perceptions of mood result from 
, 
the use of different components and the indication is that 
the components may have unique effects. 
p- 
- The Embedded Figures Test. 
Examination of the data in Table 6 
concerning the distribution of EFT scores shows them to be 
somewhat skew to the right about a mean of 8.02, and a 
standard deviation of 2.99. 
Table 7 shows that, given this partic- 
ular EFTr no difference in disembedding ability could be 
detected between the composers and the listeners. On the 
assumption that the test was valid, it would seem that 
disembedding is not a discriminating factor between the 
two'groups. Alternatively, the composers and listeners 
groups-might have attained the same level of disembedding 
skill* 
FINDING: No difference in disembedding ability between 
the composers and the listeners could be 
demonstrated. This finding holds for each sex 
group separately. 
It appears that age and sex 
A 
are 
exerting their effect on the EFT scores independently, as 
the* 
I interaction between age and sex is not significant. Of 
ly the age factor a: ttains significance the main effects on- 
at the 5%-' level. 
FINDING: Age affects the disembedding -ability and there 
is a linear trend by age; as age Increasesp so 
does the EFT ability. 
-isl- 
As regards the EFT and the three 
modifications Table 16 shows only those cases where a 
significant F ratio was obtained between listeners' 
, agreement on particular moods and common ability of those 
listeners at the EFT. 
With regard to the EFT and the actual 
categorizations after modificationý there is an apparent 
contradiction between the evidence of Tables 17.1 and 17.2 
compared with Tables 10.1 ? 10.2 0 10.3 and I in the case 
'of Tables 17, only 28 instances of a statistically signif- 
icant relationship between ability on the EFT and consensus 
of categorization out of 320 cases available was found. 
However, Tables 10 and 11p based on these cases, show 
evidence of positive and significant correlation between 
the, three modifications and the frequency of agreement 
between listeners on judgment of no change after modific- 
ation of the original tune. The two Positions may however 
be, rýconcilable when it is-seen that the correlations are 
in factýextremely low; and indeed it could well be that the 
28-instances referred to in Tables 17 are the cases-which 
are accounted in the positive correlations in Table 11. It 
is safe only to conclude: 
FINDIJIG: Ability to disembed does not appear to be a 
factor in categorization of moodp since there 
is no evidence to suggest any different 
disembedding abilities between those pupils who 
agreed on the same mood classifications from 
those who disagreed. 
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This finding is, important as it, 
demonstrated similarity between pupils with regard to 
disembedding skills and suggests that they belong to a 
homogeneous population. The implication of this is that 
whatever the criteria employed by the children were in the 
formation of percepts relating to mood in musicp the child- 
renshared a more or less equal ability at disembedding and 
therefore there can be no GusPiciOn that any musical 
effects of the modifications were influenced by variation 
in disembedding skills. 
The Peroonality Test. 
The three factors of extraversion, 
neuroticism and lie were examined; the last was used as a 
check on the truth of statements made in the first two 
areas. The scores were correlated with the EFT scores 
(Table 9) using the Pearson Product-Moment Correlation 
Coefficient and worked by computer. Whilst neuroticism and 
lie correlated negatively with EFT, a Positive correlation 
between'extraversion and EFT was found; this however was 
very slight and not signifiCant. The imPlication of this 
im, that any differences that may exist in EFT ability 
between individuals usedp caiýnot be attributed to 
personalItY variables within the limits of the test 
apparatus employed. 
FINDING: -No evidence could 
be found to support any claim 
that EFT ability and personality are related. 
- ill - 
Examination of Tables 12,13 and 14 
relating to the personality of the children reveals the 
f ollowing: 
FINDING: a. The Composers' sample. 
There are no significant differences in 
extraversion, neuroticism or lie attributable 
to sex. 
b. The listeners' sample. 
W Girls tend to a higher level of 
neuroticism than boys. 
(ii) Both boys and girls are more 
neurotic in the oldest age group (10+) 
compared with the two younger groups. 
(iii) There is a sex/age interaction in 
the Lie components of the Personality Test 
(see diagram). The youngest group of boys 
score more highly on-the lie scale than the 
9+ and 10+ groups. Howevert for girlsp the 
9+ group has a higher mean than the remaining 
groups. For the 8+ age group boys have 
significantly higher lie scores than girls, 
the positions being reversed for the 9+ age 
group. In the 10+ age group no differences 
can be found between boys and girls. 
C. ýComposers and 
Listeners, 
There are no significant differences 
between these groups with regard to the 
personality factors extraversionp neuroticism 
and lie. 
- i9c)- 
The differences between age and sex 
groups regarding neuroticism and lie scales of the List- 
eners will not affect the findings regarding differences 
between composers and listeners, as it will be seen from 
Table 14 that the comparisons are made within sex groups 
and there is only one age group involved. Hence: 
FINDING: The Composer and Listener groups can be 
considered to be comparable in their personality. 
The Ambiguity Test. 
1. Preferences between ambiguous and unambiguous, 
in Comical and Frightened tunes are clear-cut in respect 
only of 4th. Year boys: they appear to prefer the 
I unambiguous. 
2. As regards Dreamy tunesp girls showed a 
decisive preference for unambiguous tunes across the age 
groups. 
3- In the case of Angry tunes, only the younger 
boys did not reveal a decisive preference. All other 
pupils, regardless of sexq demonstrated a strong preference 
for, ambiguitY. 
4. The clearest decisions of all were made in 
Sad tunesp where all pupils, irrespective of age or sex, 
clearly preferred ambiguous tunes. 
- ici i- 
FINDING: Preference for ambiguous tunes was demonstrated 
for Comicalp Dreamy and Frightened tunes but no 
general statement can be made for this preference 
regarding sex and age groups. (See 1 and 2 above). 
FIITDINGt It seems evident that some bias towards a 
preference for ambiguity is demonstrated for Angry 
and Sad tunes, and in general this preference 
appears to be true for all age and sex groups. 
(See 3 and 4 above). 
It is quite obvious that whether 
ambiguous tunes are really preferred to Unarabiguous is 
a function of the mood. 
iq2-- 
CHAPTER SEVEN - 
I. Immediate Conclusions. 
It is proposed to restate each 
hypothesis in turn and relate the findings to them. All 
statements should, of course, be taken as specific only 
within the constraints imposed by the research methods 
and instruments employed. 
Iýypoth sis 1 (i). Junior children can communicate 
moods through-original melodies. 
by virtue of, one or more essent- 
ial, identifiable components. 
(WO This cOmmunication'is made by 
virtue of one or more components. 
Conclusion on 
Although some type Of communication passes between 
composer and listener, it is less likely that it would be 
the specific communication intended by the composer. This 
section of the hypothesis is thus rejected. 
Conclusion on 
The modification of tunes produced change in categ- 
orization; there is some evidence that the 
type of modific- 
ation influences the choice of categorization? 
depending on 
inal speed, the -components used. i. e. whether pitch and orig- 
i 
- iTs - 
rhythm and original speed or-pitch, rhythm and altered 
speed. The link between the mode of a component and the 
type of mood'suggests support for the second section of 
the first hypothesis. 
The components considered were: 
a. relative pitch, 
b. rhythm and 
speed. 
Hypothesis I (ii) demonstrates the relevance of these three 
components in prod-acing change in categorization of mood, 
hence perception of them. It must be emphasized that they 
are sufficient to produce change in communication in a 
probabilistic sense i. e. insofar as the withdrawal of one 
of the original components changed the perception of the 
original communication in the majority of cases. This 
section of the hypothesis is accepted. 
Hypothesis 2. Communication is dependent on 
personality. 
Con -Jus Lon on IýVPOthesis 2. 
The hypothesis encompasses a wide range of factors 
I in the generic term "personality" SO it is important to 
re-state that only the factors extraversion, neuroticism 
and lie were -bested. 
The findings in the previous chapter 
suggest,, that there 
is a trend to greater neuroticism with 
agp? so this characteristic 
is minimal in the youngest age 
group where the composer sample was 
located, Consideration 
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of communication can only fairly be made as between 
composers and listeners of this one age group and since it 
has been found (previous chapter) that the composer and 
listener groups are comparable in personalityp any 
differences in the perception of mood between composers , 
and listeners cannot be explained in terms of personality. 
Hence this hypothesis is rejected. 
Iývrothesis 3. Communication is dependent on the 
ability to disembed. 
Conclusion on avpothesis 3. 
Within the constraints 'which are 
commented on elsewhere in this accountt imposed by the type 
of embedded figure test employed, the finding in the 
previous, chapter suggests, that the composer and listener 
samples belonged to a homogeneous Population as regards 
E. FT. skills. Any differences therefore in the perception of 
mood as, 
I 
characterized in the tunes cannot be explained in 
terms of disembedding ability. Accordingly this hypothesis 
is rejected. 
Hypothesis Children like ambiguous tunes more 
than they like unambiguous tunes. 
conclus 
In general, there is no consistent 
trend over moods in preferences in ambiguous over unambig- 
UOUS tunes nor vice-versa. However, for Angry and Bad 
, iqg"- 
moodsp ambiguity is preferred in all age and sex groups 
whilst. -in 
Comical, Dreamy and Frightened tunest there is 
some evidence for unambiguous tunes to be preferred. 
However, this finding does not apply to all age groups and 
both, sexes. The hypothesis must be rejected. 
II. ',. Implications of Findings. 
The outcome of change of mood was, in 
the mainnot that a mood categorization changed to a diff- 
erent one but that it could change to a cluster of moods. 
Furtherv within a modification the fact that there was a 
limit-to. the variety of clustering is significant; after' 
allp, mathematically a change could have Produced a large 
number of simple and complex clusters e. g. A to D. A to D, S, 
A to, DPPPSP or A to OtDvFtS. The fact that there were 
complex-clusters in preference to single mood clusters is 
noteworthy and this? together with the transforming effect 
which, has received comment elsewhere serves to emphasize 
the complex nature of the musical experience. It points 
to the response to music being additive in that feelings,,,, 
seem,, to coherey the resultant being rather like, an 
intersection of sets; or it could be likened to ý, the effect 
produced by two touching blocka of yet paint on moist, 
paperl as the touching edges begin to merge yet're I 
tain part 
of their identity in the new tint. 
1. ý It 
- 
From the concept of clustering the idea 
of some ambiguity can be developed. That children should 
feel', an, element, of congruence between moods lends a degree 
of affirmation to the view that music can be *ambiguous in 
its'embodiment. When it, is inferred from the research that 
some pupils have a preference under certain conditions for 
this duality rather than unambiguity, the implication for 
teachers is that there may be a reason for this personal 
response which is worth investigating. More 'directly, , 
perhaps it is as important to allow young children a choice 
in their musical diet ..... whether for listening or for 
performing as it is to provide free choice of reading 
material. Teachers do not any longer stipulate what chall 
be read for pleasurable pursuitv since they have already 
found from experience that this often leads to less 
reading. Perhaps the parallel is that if it is thought 
desirable that more children should be led to experience 
the, satisfaction to be found in musiev opportunities should 
be'provided for children to be given greater, freedom to 
experimentp greater freedom to "dip" into music as into a 
book- which is either rejected or read from cover to cover; 
and re-read, as fresh perceptions of the book0s'merits 
emerge. The inescapable corollary of that, is that many 
more facilities will be required and indeed many, 
more 
musically well-educated teachers of music, 
traineds, -than. 
hav e existed in the past or do now. 
This in turn hao 
implications f or the whole curriculump since 
politi 
. 
cal 
I- 
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decisions will now supervene; parentsp employers and govern- 
ment each playing their roles which will certainly produce 
not only with regard to the hard facts of the 
deployment of available money but to less tangible argu- 
ments concerning the relative "importances" of each part 
of the curriculum to every other. However, the inescap- 
able fact that the future will bring, of debatable benefit, 
more leisure time than ever before to a vast section of 
the popu. 1ation should surely cause speculation concerning 
what is. going to occupy the intellect Of all those for whom 
the nation has little work to offer. Those, who know the 
deep. fulfilmentpcontentment and satinfaction induced by 
the musical experience are in no doubt of the Place 'of 
listening tot and particularly making, music as one agent 
in the. process of bringing perspective to life experiences. 
This, research has served not only to 
shed more, light upon the investigator's previous work 
(LEGGATT 1974) but in posing further questions it has 
indicated that a major part of the difficulty into 
researching into what listeners perceive in a musical 
input to their intellect is implied by REDM (1970): 
an art work should be approached 
' 
for 
, embodied 
meaning rather than designated meaning, 
per6eived as a matrix of embodied meaning rather 
than designated meaning ..,. off 
T. hic points, up the essential difference 
between the 
germinal concept 
the researcher had' for this enquiry and 
-19s- 
the-ideas to which he moved. The 1974 enquiry already , 
referred to, was based upon only those melodies which were 
demonstrated to have co=unicated, to have an agreed 
designation of mood, at a statistically acceptable level; 
those which did not were ignored and rejected from further 
consideration. That methodology was acceptable in the 
context of that research but proved unacceptable in the 
present context where all responses to the 80 tunes were 
considered., The reason why the present method is acceptable 
is to'be found in the above quotation whichp in suggesting 
that to'seek embodied meaning is In some way preferable to 
seeking designated meaningp opens up the opportunity for 
the listener to be found "not incorrect" rather than 
"correct" in his responses. (Footnote). The implication 
therefore is that music which has been found Unable to 
"designate" for whatever reason ..... should not be 
considered as necessarily without aesthetic acceptibilityo 
How to persuade children of that provides the music teacher 
From the standpoint of 'this research it needs perhaps to 
be stated to avoid any confusion of concepts that differ- 
entiation should be made between 
"embodied" in the sense 
used in the previous quotation and "embedded" in the sense 
implied, by the test of embedded figuress, used in this 
research. Whilst there can be no 
debate over the Physical 
: facts of a set of 
"embedded" tones, other than whether they 
are perceived or perceivable at all, 
there can be wide, and 
perhaps totally unresolved debate over 
the .... *, may it be 
called metaphysical? ..... meaning of a musically 
"embodied" feeling. 
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with problems. Howevert it seems likely that the very 
"open-endedness" of Reimer's approach is likely to lead to 
a greater musical awareness and interaction because through 
-it children, as already suggested, will be able to feel' 
themselves more secure in being "not incorrect" in their 
responses. 
That there is a, "matrix of-embodiment'l- 
can be inferred from the research. When a listener is 
compelled to attend to a Particular set Of Musical components 
SiMP1 ý because another has been removed, his response to 
the music's embodiment changes& This implies that there 
was not a simple statement of content within the music, 
however that might be carried; or how could another embod- 
iment now be found? The procedurep admittedly artificial, 
that was adopted my have been having the same effect as 
when, one listener attends to one part of a cOmPOsition and 
experiences a particular feeling while another listener, 
hearing whatever that may mean the same 
composition experiences differently because he does not 
attend toýthe same components in the music. just what 
decides a listener to attend to one particular component 
rather than to another is an open question; or if all 
components are indeed receiving attentiono why should 
particular components appear to be more obvious than others? 
Is this intrinsic in the way the composition was made or is 
a : function of the listening mechanism? 
2OD- 
It has been recorded that each modific- 
ation was effective in causing change in categorization, 
but, although an indication of pattern was indicated, it 
was also' demonstrated that there is a wide range of possible 
categorizations made by pupils. The reasons for this can 
be-supported only by surmise but it may well be a matter of 
perception. The research could not cover all aspects 
of perceptual phenomena; amongst these is that concerned 
with the emphasis put by different observers on the same, 
or apparently the samet observation. It may well be that 
in apI articular instance of listening to a tunet not all 
pupils ýemphasized the same characteristic in their mental 
route to making a mood characterization. E-g- some will 
have'based a decision on speedp others on Pitch, yet others 
on the- I interaction between the two. Mis assumes equality 
between, listeners in 
I 
other mattersp such as motivation. 
Hanifestlyp this cannot be taken for granted. 
The implication is that pupils' mood 
d, ecisions in an aesthetic rather than semantic context, 
are -influenced by much more than the music per se. -Hence 
at a" time'when musical criticism has assumed some promin- 
ence, educationists anywayp must question whether there is 
value accruing from attempts to impose on 
"captive" 
audiences. details concerning say, 
the structure Of a' piece 
of Musicv or to impose any suggestion of 
how the audience 
is supposed or expected to respondp, 
if this is thought to 
0 
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help children perceive what is embodied in the music, as 
distinct from discussion of musical form as, part of comp- 
ositional technique. Since there can be no certainty that 
the'constructs within which pupils operate are identical 
across, all listeners, there can be no certainty either that 
musical-perceptions will even approximate anyway. Indeed, 
it may well be that this very difficulty is the one which 
prompts. -some to attempt a short cut by proposing a stip, 
ulative approach to "what the music is about". 
It may well be that Buch desirable 
perceptions as may be wished for can be the Product only of 
living more fullyp of feeling more deeply, of delving even 
unconsciously into the experiences which a societal 
exist6nee, can provide. This then has implications for the 
balance in music education between input and output; the 
former being related to the teacher's best estimate of what 
he thinks a pupil should need, this being related to what 
each individual intuitively feels he needs. This has 
important implications for the place of creativity in music 
educatione ' One such implication may be that a fine 
equilibrium exists between what is taught and how far 
particular -reactions can beg or indeed should be expected to 
be producedjp if natural creativity is to be nourished rather, 
inhibited. 
'2( - bl- 
With regard to the ambiguity experiment, 
certain implications for music education may be inferred. 
Within the limits of the enquiry, since it would appear that 
no_ firm conclusions regarding preferences for overalI 
ambiguity or unambiguity can be drawn, the teacher of music 
should, perhaps examine his personal rationale. If'the 
teacher, believes that what is composed should be "liked" by 
listýeners, he may well infer from the evidence that no 
action., should be taken by him to secure unambiguous Angry 
and Sad -tunes r since 
listeners "like" such tunes to be 
ambiguous. It would be necessary howeverv to teach pupils 
how to compose Comical, Dreamy and Frightened tunes which 
are unambiguous. However, if the teacher shares the view 
of Stravinsky (1) whop writing of his "Symphonies Of Wind 
Instruments" said: 
"This music is not meant to 'Please' an audience 
or arouse its passions. I had hoped, however, 
., 
that it would appeal to those in whom a purely 
musical receptivity outweighed the desire to 
satisfy emotional cravings. "- 
he -would then wish 
to know how to help his pupils compose 
their tunes lunambiguously 
in order that a similar 
"receptiyity" of the composer's thought could be ensured; 
and- such "receptivity's of course, is essential 
for any 
mui3ical coramunication 
to take place at all. 
II 
In, his Autobiography. 
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III. -'Im-plications for Further Research. 
1. Because of the presence of at least two 
factors in the modifications, any attempt to explain how 
changes in mood categorization are produced may have 
multiple interpretations. One explanation could be that 
the factors present independently and in an additive fashion 
produceý change; alternatively, the factors present in an 
interactive fashion produce change. It may be Possible to 
evaluate the validity of the two Possible explanations 
empirically Vy designing an experiment so to do. 
2. During the study of young children's 
original melodiesp it was never far from mind that, whilst 
a limit had to be set on the number of variables that join 
together'in any piece of music, nevertheless the absence of 
some consideration of these was bound to have its effect. 
in mind aret for example, dynamics, metret pulse and timbre. 
In any further enquiry which includes a consideration of 
communication in musict 
it'could well be profitable to take 
only one -of these components specified or indeed, only one 
of -those which were usedv 
for a thorough-going analysis 
I 
of possible effects. 
The researcher found little choice in 
available personality 
testsp some of which were considered 
being 01ýt-of-print, or based on morbid psychology or not 
-2o4- 
specifically devised for present-day junior children. There 
would appear to be an opportunity here for such a test to 
be deviced. 
4. Tests of disembedding too, particularly 
those aural in design, are few. Indeed, although such may 
exists, it was only by chance that the one used was happened 
upon; and even then it was not devised as a disembedding test 
but as la 
recognition test. However such a test might be 
constructedv it is suggested that the task is Properly that 
for a team approach so that the unique nuances of concept 
inýthe separate disciplines of music and Psychology might 
be the better appreciated. 
5. There is a need for some method of 
recording, in visual formp the whole message which a musical 
phrase carries during its performance. The researcher was 
able, to transcribe on the ms. paper his best record of the 
pitch of ý what had been composed together with conventional 
indications of speedp rhythm andt very approximately, the 
dynamics . -However 
it is one thing to rejoice that every 
performance of a piece of music delights by its likeness to, 
yet difference fromt -a preceding performance; it is quite 
another to attempt for scientific purposes, an exact 
replication of the original in every acoustical respect. 
Had such, a, facility been available, the extraction of one 
component, without 
the slightest alteration to the remaining 
0 
components would have been not only easier, but manifestly 
more truthful towards what remained. 
I 
Another device for which there could be 
use is one which will effect an alteration in the speed of 
music without at the same time causing a variation in pitch. 
The -transformations reported between 
the categorizations of some tunes suggest that one reason 
for 
- 
the effect may be due to the listeners working with 
different constructs from each other. If the present 
enquiry were replicated with better facilitiest or parts of 
it enquired into more deeply, It would be satisfying to be 
able to think that the children were working based upon as 
nearly as possible similar constructs. To this end an 
enquiry into what constructs children really have for their 
moods and, emotions might be able to produce a form of 
taxonomy-. tO which children could be asked to conform in 
making, their Judgments and 
thence their categorizations. 
In both pieces of research undertaken 
by the investigatorp a suspicion has constantly lurked that 
junior children attend spasmodically to the music . 
they are 
required to asseos. 
In particular, it is felt that when 
children realize-that 
they are to listen to a series of 
musical phrasest 
they tend to make their decisions quickly, 
-2ô- 
based upon what they hear in the opening few seconds of the 
performance of each piece. Is this so, or do they in fact 
make an overall judgment? 
The method of composing adopted by 
young children relies largely upon memory? since it is a 
trial and error process not amenable to committing to ms. 
paper. -Now that the "silicon chip" era has arrived, is it 
beyond--possibility to have a recording device which has a 
facility for erasingt as a tape recorder does at present. but 
can have the resulting space either removedt so that on 
replay no space is apparent, or lengthened or shortened to 
accommodate other informationt without recourse to any form 
of mechanical editing? All within micro-seconds, naturally! 
10. Xany schools nse movement and dance as 
creative and recreative activities. Invariably the music 
used is from the standard repertory ..... Prokofiev for 
"spikey" movement ..... or is electronically based. There 
is an avenue to be explored more deeply in the fusion of 
original -dance with original music, either devised each 
separatel y but with the other 
in mindq or else proceeding 
simultaneously. There 
is already something like this done 
in schools but often 
the movement is to untuned percussion 
instrumentsp such as cymbals, triangles or 
drum. Rarely are 
children set the 
task of creating their own musical-movement 
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so that both may evolve as natural interacting outcomes of 
eachýother. It is suggested that CCTV be used in the 
preparatory work coupled with the use of the VCR., so that 
immediate "on-site" playback and re-appraisal, can be made by 
the children themselves with. the minimum Of teacher guidance. 
A-suc'CeSsfui outcome to such a venture could be expected 
only-if experiments were made into the practical method to 
be adopýýd. Thent when such method has been evolved and 
performan. ce has been attained, there is the fascinating task 
of devising a method of assessing the result. From such an 
asseqqmfntp which would, reveal shortcomings but also point 
forwardp some type of curriculum which takes account of the 
age and'ability of the children could be worked out. This 
would', go some way towards providing a continuity in this 
form of, creative activity. 
IV. Final ObservationR. 
Whatever, else it may or may not have done, 
the enquiry has demonstrated an effective methodology f or 
substantiating the investigator's main thesis 
that mood in 
music, at least as 
far as young childrents origi nal melodies 
are' concernedy is perceivaýlep 
inter alia, because of a 
relationship,, between various musical components 
used, by the 
coml)oserse, It 
has also hinted that the effect of certain 
components may 
be more readily discernible than others. 
- 
The research-has also demonstrated the 
involved, 
-nature of 
the musical experience and, 
-whilst 
the 
ý1 -1 1- 
foregoing account gives little Suggestion of itt the consid- 
erable 
- 
difficulties involved in selecting appropriate 
statistical. methods for defining what was thought to be 
taking, place during the experiment. Part of the problem 
involved the lack of suitable measuring instruments relating 
to, personality and aural perception. 
Whilst'it is a matter for regret not to have 
been, able. to have made categorical statements concerning 
which components define the character of particular moods, 
- it has -nevertheless been of some reward that children have 
shown some_. consensus in making responsive statements about 
the music-which their peers had composed. Indeedv in many 
instances, the strength of agreement revealed was consid- 
1_1 II 
erable. Howevert the particularization of the component/ 
mood relationship was not able to be much clarified because 
of a, perceptual problem. 
On the face of it, it might be 
thought that if the withdrawal of one component produced 
j 
change in categorization, 
then the change was a result of 
that withdrawal. This deduction is illusory; it is 
dependen t on an important provision, viz. that the with- 
drawn, component was in fact perceived before withdrawal. 
Such a -perception 
could not be guaranteedf, so, the deduction 
was not able.. to be substantiated. 
Instead, it, was felt to 
be more reliable to refer the modified, categorization not to 
the withdrawn component, but to those components remaining; 
at least,, this improved the odds that what remained received 
attention. 
The consensus of agreement noted above was 
particularly noticeable with respect to the clustering of 
certain moods after modifications and this may indicate 
some agreement amongst children regarding the essential 
content of'tunes and what they embody. Further, children 
seemed, to sense some common bond between some' moods which 
appeared to cause them to hang together. In turn this 
implies 
- 
that children have the ability to make agreed 
aesthetic judgments; and presumably this ability must be the 
foundation for all creativity in music. AINSWORTH (1970) 
said .0 
11 musical creativity is seen as a process 
of making informed decisions. " 
and if this', is' so, -teachers must play their part in making 
such decisions informed ones. However, PAYNTER and ASTON 
(1970) caution: 
"As far as possible this work should not be 
controlled by a teacher. HIS role is to set 
off trains of thought and help the pupil 
develop his own critical powers and perceptions. " 
and YOUNG 
'(1973) reminds of the teacher's vital role in 
the education of the senses but stresses 
thdt personal 
/ 
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experience linked with teaching are the two most important 
determinants of belief (vide: LUND 1925). Perhaps these 
will help to guide teachers between the Scyl Ia of what 
DAVIES (1962) cal I s: 
11 ...... imposing order in the oe4oo* limitless chaos 
of musical possibilities by reducing the 
compositional process to therealization of pre- 
determined formulae 
and -the Charybdis of what the same writer describes as: 
it ...... the other extreme, of leaving the 
composition process to 'chance' elements which 
process leads to complete musical meaninglessness 
The way to develop artistic beliefs is fraught with 
difficultiesp not the least of which is how to inform 
without at the same time imposing a personal Judgment. Some 
positive guidance is supplied by REIM (1970): 
the most important role Of music education 
aL aesthetic education is to help children become 
progressively more sensitive to the elements of 
music which contain the conditions which can yield 
insights into human feelings. These elements ..... 
the., expressive qualities of melodyp harmonyv rhythm, 
ally tone color, texture, form are tot, 
objective; they are iaentifiable, nameable, capable 
of being manipulated, created, discussed, isolated, 
reinserted into context. There'is nothing mystical 
about musical events and how they giverise to a 
sense of significance. While the affective response 
to aesthetic elements in music is indeed ineffable, 
ýthe elements which can arouse the responses are not. 
- ? III- 
The point has now been reached at which it is 
possible to state explicitly that what follows is a conclud- 
ing description of the theoretical framework underpinning 
the empirical work reported in this-thesis. The framework 
included three levels of perception, viz. physical stimulus, 
pattern and mood. That the following statement should appear 
at 
-the, 
end of the thesis rather than at the beginning seemed 
inevitable to the writer if he were to avoid prejudicing the 
ideas reported in the literature of the subject. 
The sensitivity to the musical elements to 
which REIMER (op. cit. ) draws attenýion can develop only 
through the perceptions of each listener. In these percep- 
tions the three above-named levels discernible, although 
able to be separately identifiable, nevertheless "nest" and 
interact in the overall perception. 
1. Immediately obvious are the physical 
perc I eptions and these were available to both composers and 
listeners in the sample. These children perceived the pitch 
of the glockenspiel notes7 they must, either unconsciously or 
in full-awareness, have noticed that the timbre of the 
instrument was uniquep not like the timbre of, say, a trumpet 
or ýýstringed instrument. 
They may have heard that there was 
a decrement in note volume which was of variable duration 
depending on the initial percussive beat they used and indeed 
that it was possible to play loudly or softly. However, at 
this level the physical elements available could only promise 
that music' could under some circumstance be realizable. A 
parall9l might be 
drawn with the sounding of an organ pipe 
today by the tuner whose attention to it makes possible the 
rendition of an accepted musical work 
tomorrowq OWANWICIC, 
1973). The physical parameters set by the individual, 
characteristic elements of 
for example pitch, timbre, volume 
iInpose constraints; 
in themselves they are 
, 
not communicative 
as music;, they only specify pitch, 
timbre and volume. 
Howeverr there. is a promise somehow 
inherent in them, and 
them''the association of other phys, ical aspectst such as 
rhythm, that 
they can become recognizably musical. The 
individual elements of 
the physical components c. an be given 
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coherence to, produce what people may accept as music. In 
short the sand, cement and bricks can become a wall. 
The way in which the structure appears 
however, whether in -walls or music, is not a chance and 
random happening. Were this so, It is unlikely that the 
differing characters of the tuiies would have- appeared; the 
tunes would have been uniform in character, somewhat akin to 
the apparent sameness of "white noise". The pupils in the 
composers' sample made decisions, for instance, as to what 
note to begin witht what it should be followed by, the ýdegree 
of, percussion to be adopted and so forth. The listeners for 
their. partv made decisionsp albeit unconsciously, concerning 
the rise and fall of the musical linet about the movement of 
the notes and so on. This implies that both composers and 
listeners were aware ofp they imposed, a structure and made 
inteliectual observations on the sounds they heard. These 
observations would lead the composers and listeners to 
believe that the musical message, however it might be read, 
waE; what was intended and implied. ý (Vide BBARDSLBY 1958;. 
p. 42 this research). Furthermore, the stimulations provid- 
ed individually by each physical - characteristic became 
organized into a unique experience; the awareness of the 
stimuli I encourages percepts within the listener so, that 
using the wall analogy again - he can say: "At this point 
the elements of sandg, cement and bricks have been brought 
together to be a high wall; at this pointt the wall curves; 
now it straightens in a low section and here finishes with a 
, pillar. "- As DREVER 
(1960; P-47 this research) makes, clear',: 
the stimulations in music become an orderly account. The', 
musical elements take up their perceivable form.: -This, leads 
directly-tO the second level of perception, 'which earlier 
received attention. 
2. When the organization. within music, 'becomes 
noticeable 
(BBARDSLEY,, OP., Cit. )'it, " is'., ', ulat-ter, for - 
apaculat- 
ion where it comes fromp and'inde'e'dp -whY,, 
it' . shapos`ttselýf 
ussion from thO Consideration of this, moves, the disc 
: ct; ia now ac'copted 
physical'level to the psychological 19649 p. 42 thio 
-(vide BF&RDSLEY 1958 and'WYBUPJ1 et-a 
the music's Information 
imPOG00 
X-eseairch) that 
the receiver -of 
his own patterns on the aural perception. This raises again 
(P. 47-this research) how illusory and sometimes fleeting, 
the patterns are. "Now you see them, now you don't. " But to 
'understand and have knowledge of even changing patterns 
requires pattern perception, and within this, it is -essential 
that listeners have a developed sense of pattern discrimin- 
ation. This points up the need for young children to have 
opportunity critically to develop through their own explor- 
ations and with guidance, the skills implied --- such as 
the ability to recognize strong and weak beats, 'feel' pulse 
and absorb a basic vocabulary of rhythmic patterns which they 
can make their own to use in their creative music work. 
Concept and percept are interactable in this. In this 
enquirYpthe children had access to their vocabulary of patterns 
and chose how to use them in their ef forts to embody given 
moods in' their compositions. The fascinating, but alas! 
unan I swered question, remains: "What patterns --- if indeed 
there are specific patterns at all --- are used to embody 
particular moods? " The stimulus patterns were there, the 
symbol system was available and apparently the encoding and 
decoding operation, which requires agreement of the system's 
basis (LEGGATT 1974) operated, but just how does the commun- 
ication c'ome about? It may be that, IF music is like lang- 
uage',, "there is a general acceptance of the labels applied to 
moode --- and this 
is by way of social agreement. In 
janguaget the acceptance is for instance that the information 
. 
implicit in 'to_O_M-I_C-A-LO provides the listener with the 
gLgreed label for an agreed 
feeling; but in music, while it 
deems that the same process functionst the equivalent musical 
Components that provide 
the labelp remain elusive; a straight- 
forward, 11c 
' 
ause-effect" system it has not-been possible to 
demonstrate. 
3. The word "Music" in the title to this 
theoio, brings to mind notions of mood, emotion and aesthetics. 
A third level of perception is possibly nearer 
the second 
in the title viz. "Communication" and prompts idea implicit 
thought about what music means. 
(REID 1,969; p. 
, 
104 this 
ých) 
''A 
strategy to attempt clarification ofthis 
resear 
y stem in recent work in part 
from ideas of MYERS 
notion.. Ma 'd, A. DCOCK (1964)t (pp. 48 and 49 this research) and an 
_(I 
927) 
suggest s 
there may be more common ground in linking music 
With the experience of listeners, with seeking- to know of 
what it reminds them, what extra-musical experiences are 
recalled., 
I As "perception" is central to music? so is 
"meaning" to communication (vide ADCOCK 1964; p. 51 this 
research). Whatever a musical statement may "mean" to a 
listener,,,, it is related to level two of his perceptiong in 
that'awareness of the music's Patterns is a necessary part of 
the chain- of events in the business of "appreciating" music, 
whatever that may mean. However, the meaning which may 
follow from auditionp is something which the listener imposee; 
It cannot reside in the music (c. f. "beauty" in musicp P-55 
this research) p although the composer may include symbols 
which., if mutually agreed as validp provide clues to meaning. 
Y. eanin_g in, music is probably at least in part socially 
determinedp a matter of conventiont but since listeners will 
bring their own judgments and interpretations into operation, 
there is not a one-to-one correspondence between symbol and 
adduced, meaning and this is evident in this research. This 
is a circumscribing effect which sets limits to inferences 
of meaning. Indeedp it is possible that complete disagreement 
of what a musical statement means will happen and this may 
result from factors in 
the 
-personalitibs of the composert an 
individual listener and listeners as a group. 
The physical features Of music referred to in 
level one above will modify what listeners can socially 
accept as communication of a composer's thought. In this 
research the 
inference to be drawn is that for examplep where 
a 
'tune is pitched will mean different things to different 
people 
(breakdown of communication) or substantially the same 
thing 
, 
communication). The amount of the modification 
effected 
in level one is an empirical mafter and this 
research attempted 
to investigate, amongst other things, this 
aspect Of 
I communication; the experimental manipulation of 
some physical components 
did in fact, indicate how meaning was 
amenable 
to' change. Where speed was changed, the hypothesis 
of BRuNER 
(1957; P-37 this research) and in the case of the 
, variables pitch 
and rhythm, the hypotheses of ANASTABI (1958; 
P. 37 et 
. oeq -this research) and MOLES 
(1968; P-148 this 
researchY , 
were invoked and in general terms were seen to be, 
Imuo 
- ?,., is- - 
With these final comments concerning 
perception'and meaning as affecting communication in music, 
the resea'cher has by reference to them indicated his belief 
in the crucial part eachp singly and together, plays in the 
understanding of music. Consideration of these together 
wIth the other matters dealt with in this research may help 
all those committed to music education to agree the propos- 
Ition by GORDON (1971 ) who claimed: 
"The general purpose of music educationp then, 
should be to teach for musical understanding 
that ist to help students conceptualize 
the, eleMents of music so that they may 
intelligently decide for themselves how music 
can best satisfy their needs. " 
0000000000000000000000 
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Appendix 
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Note on the Transcription of Tunes. 
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Transcription of Tunes. 
In order that the modified tunes could be produced 
by the investigator, it was necessary to have a visual 
record of what the children had composed. There are well- 
known hazards in transcribing on to paper from performance. 
Some of these areýrelevant to the procedure adopted by the 
researcher. : Possibly because of the complex physical 
structure of the sound emitted by a glockenspiel, the invest- 
igator, found some difficulty on occasion in deciding on the 
pitch of a particular note. Further, certain notes did not 
seem to be accurately tuned; this may not be surprising when 
it, isknown t1mt the instruments used were not of high 
orchestral qualityp being in fact instruments produced for 
general school use. It is well-known toop that young pupils 
do not, feel impelled always to adopt sophisticatedp and 
proba 
, 
bly learntt rhythmic and pulse conventions. They make 
variations, perhaps deliberatelyp perhaps accidentally, in 
the steadiness of the underlying beat of their music. There 
were also a very few occasions when the child struck the 
wood at th, e, _extreme 
ends of his instrument. In transcribing 
the Music on to ms. paper, the investigator assumed that the 
child intended to hit the note adjacent to the wooden end 
and he th . erefore wrote in that note. It is emphasized that 
this type of inaccuracy was raret occurring probably not 
more than half-a-dozen times in all the 300 tunes produced. 
The, investigatorl, s attempts to play the glockenspiel 
according-tO. the visual record and also from aural memory 
Must perforce have added to the inaccuracies already noted. 
The notes themselvesp as far as pitch is concqrnedp could 
of course be accurately read. 
If wrong notes were struck 
by the researcher when the tapes were b. eing madep it wai3, a 
simple if I 
time-consuming procedure to erase the , 
tune and then 
record again. 
The main problem was found, in the attempted 
remembering, Of the child's 
intentions as regards, forexample, 
dynamics, and to incorporate these. There were other 
difficulties, such as the 'shading' of pulse and speed, with 
the. problem of trying to match these with as much accuracy 
as ýossible. HIC1311AN (1975) says: 
it there has been comment in the literature 
aý; 
Othe 
subjective transformations of the 
performance occuring when transcribed by a 
musician who can 'rationalize' such performances 
without his being conscious that he is doing so. 
Ainsworth and I referred to this danger in 
reporting on our work with children's created 
melodies ..... and we devised means for 
-transcribing rhythms electronically ..... it 
Hickman continues with the observation that Pitch, being 
unambiguous on the glockenspielp does not present much 
problem. He makes interesting comment however in the 
following; referring to the electronic recording of rhythm, 
he says: 
"We found that the observed coding Of note-durations 
could not be classified by the computer because they 
were ambiguously assignable to 'crotchetl, or 
'quaver' lengths. Yet on replaying such melodies 
we found we would have assigned them such lengths 
without further thought. This experience raises 
questions as to how much such errors are due to 
imperfect rhythmic performing skills, and how much 
they were deliberately intended by children ignorant 
of the niceties of conventional rhythmic patterning. " 
Reference to the annotations Of some of the 80 melodies will 
show that apparent key signatures are written in. The 
investigator does not consider that the pupils' music 
necessarily falls 
into readily identifiable and conventional 
key. 'The apparent signature serves the-function only of 
making easier and 
less complicated the annotating of th 
Ie 
played notes. 
It will be appreciated that had this proced- 
ure not been adoptedp 
the score would have been a mass of 
-2. %o- 
accidentalsp including cancelling and re-establishing. 
Whilst in some cases it would have been possible to adopt 
an unconventional signature, it was found less foreign to 
the investigator's training to adopt conventional signatures. 
In any 
, 
case, since the children', s music often did not imply 
conventional key, whether a note were annotated in a 
specýfic way or enharmonically was a matter for a purely 
arbitrary decision by the researcherv who bore in mind that 
he was dealing with an instrument each of whose notest being 
pre-determinedv could not be subjected to any pitch 
variation such as might be suggested by the mental effect 
between sayt A sharp and B flat. 
- 2, El - 
Note on the Personality Profiles. 
t 
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f 
Personality Profiles. 
A small sample of pupils was taken and 
aspects of personalityp as observed by each child's teacher, 
were noted. In order to secure some degree of uniformity 
over the factors considered, the Bristol Social Adjustment 
Guides were used. Their author (STOTT 1976) warns that 
the Guides: 
should not be regarded as a measure of 
personality' in the traditional sense, if only for the reason that this word prompts us to 
'search for some essense of a person's nature for which there is no empirical evidence. " 
It has to be said vis-a-vis this research that the only 
reason for, using the Guides was considered to be the Common 
I yard 
- 
-stick they provided by supplying statements on well- 
defined -areas of child behaviour which could be commented 
on by each child's teacher. No empirically-based findings 
can be adduced from the use of the Guides and the profiles 
drawn of the small number of Pupils are included in this 
appendix purely as a matter of human interest as regards 
some of the subjects used. 
Boys and girls were chosen in two groups. 
One group consisted of composers whose tunes had 
demonstrated maximum efficiency, as measured by percentage 
of listeners who categorized the mood as intended by the 
composer. 'The other group was formed by those whose 
compositions showed minimum efficiency in categorization 
of intended mood. 
Efficient boy composers. 
SubJect no. i. 
, He never thinks of greeting his teacher and is not 
sufficiently sociable to help the teacher with classroom 
jobs. He gets confused and tongue-tied when answering 
questions. He couldn't bother to ask for his teacherts help 
and indeedv will avoid the teacher if Possible. He has only 
one child as a friendv ignoring the rest. His attitude to 
the teacher is negative; in fact he strives for disapproval, 
deliberately misbehaving when the teacher is engaged with 
others. , If he is hurt or wrongedv he never appeals to an 
adult. He responds to correction momentarily but quickly 
reverts to his former behaviour, 
He is apathetic, to his work and if not completely 
indifferentp he 'flits' between tasks. He will work only if 
watched. -He 
is sly, hitting younger children if he thinks 
he can get away with It. 
This child seems to be shuffling his feet constantly 
and is always changing 
his position. He is clumsy and has 
- 2- ? --A - 
poor motor co-ordination. but this may be accountable by 
his unusual height with regard to age. His free speech is 
largely rambling chatter. 
The general impression given is of a child 
wh+hows symptoms particularly of depression and hyper- 
activity with some suggestion of behaviour deviance from 
social norms. 
Subiec--no. ii. 
This boy enjoys a quiet relationship with his 
teacher most of the time. He doesn't actively seek Positive 
helpv but will attract attention by continued misdemeanour. 
He'wil, l'do anything but workv unless he is watched. In 
learning new tasks, he has a hit-and-miss approach. 
He is out-going at games, but mixes with unsettled 
types, and squabbles with them and insults them. He can fly 
into a temper and stand up for himself p often being the 
centre of trouble. 
The general impression is of a child of 
inconsequential, provocative behaviour in defiance Of social 
norms - 
Subject 110- 
A ýnoody boy who seeks disapproval by openly behaVing 
badly in full view of his teacher. He mutters resentfully 
, When corrected. 
Ile works steadily and shows perseverance in free 
activities. 9 appearing 
to like a difficult challenge. He 
-22S- 
wants to mix with children but squabbles with and ins-alto 
some while getting on well with others. He can fly into a 
rage if provoked, standing up for himself. In gamesp he 
tends. to be boisterous and rough and will spoil others' 
activities. 
The general impression is of a hostile, 
provocative and aggressive boy, who strongly over-reacts. 
Inefficient boy composers. 
Sublect no. iv. 
This boy's behaviour towards his teacher allows 
little interaction. He is pleasantp smiles naturally and 
readilyp but doesn't demand attention or approval. He makes 
no fuss, is well-behavedv truthful and meekly accepts 
correction if it is ever given. 
, 'He, works well with perseverance. 
His games activities show sensible behaviour and he 
fits the team well. He is sociable and kind to other pupils 
and when with them he conforms to discipline. 
He sits quietly and Stillp respects others' property 
and, displays no deviant behaviour. 
The general, impression is one of a conform- 
ing, child, but it is known that al-1 his academic work is of 
low grade. 
-2lb- 
Subiects nos. v to vii. 
The three other boys studied in this group were 
like Subject no. iv, being similarly conforming and free 
of deviance. 
3- Efficient girl composers. 
Subiect no. viii. 
A girl who behaves well in a restrainedr pleasant 
manner to the teacher at all times. If she has to be 
corrected, ' the response is Positive. 
Good academically, she devotes her attention to her 
work which, even if cautiously approached initially, 
receives persevering treatment. 
She plays games energetically and sensibly; a good 
team player. ' She mixes well and is kind and helpful to her 
peers. 
She is a well-balanced girlp attractive and of 
medium physique. 
il 
The general impression is of a girl who 
conforms to the accepted norms in all respects, 
Subjects nos. ix and x. 
Both these girls were similar to subject no. viii 
in their acceptance of the, norms of good behaviour. 
Inefficient girl composers. 
Sublect no. x 
This girl, appreciative of praise and attention, is 
normally-talkative with her teacher with whom she enjoys a 
good relationship. Her academic work is but averager being 
approached in a cautious manner. She is difficult to 
stimulate in free activities. She is not a 'sporty' type 
and although a good mixerv she is too timid, to stand up for 
herself in any argument. 
She is careful with her property and respectful of 
other 'peoples Of normal height for her age she is 
nevertheless very thin. 
The general impression is of a girl who is 
prepared to conform to the accepted norms of good behaviour. 
Subjects'nos. xii and xiii. 
Both these girls impressed as being conventional in 
good'behaviour and normally adaptive to people and situations. 
Conclusion. 
It cannot escape notice that the first group 
reported, ong appears more 
deviant than any of the other 
three. -If this fact prompts any inference, at all, 
it should 
-112- 
be modified by the realization that the numerical size of 
the sample is too small for secure judgments to be made, 
but the hint may be that a deeper investigation along the 
lines indicated may uncover further information. 
-1201- 
Tables. 
Tables not listed within 
appear in the chapters 
to which they apply. 
- lbtl- 
: Frequency of Categorization. MOD 1. 
- 2-11 - 
TABLE 3.1 
Frequency of 
Categorization. 
YOD 1-- Same Different 
Tuný Frequency Percentage Frequency Percentage, 
1 70 39-10 109 60.90 
2 57 31-84 122 68.16 
3 92 51-39 87 48.61 
4 61 34-07 118 65-93 
5 64 35-75 115 64.25 
6 53 29.60 126 70-40 
7 56 31.28 123 68-72 
50 27-93 129 72-07 
9 47 26.25 132 73-75 
10 59 32.96 120 67-04 
11 52 29-05 127 70-95 
12 78 43-57 101 56-43 
13 52 29.05 127 70-95 
14 62 34.63 117 65-37 
15 98 54-74 81 45.26 
16 54 30-16 125 69-84 
17 39 21-78 140 78.22 
Is 86 48.04 93 51.96 
19 55 30-72 124 69.28 
20 63 35-19 
116 64-81 
21 71 39.66 
108 60-34 
22 64 35-75 115 
64.25 
23 44 24-58 
135 75-42 
24 74 
41-34 105 58.66 
56 31.28 123 68-72 25 
68 37-98 ill 62.02 26 
42 23.46 137 76-54 27 
47 Orz 26.25 132 73-75 28 
71 39.66 108 
60-34 
29 
51 28-49 128 
71-51 
30 
n7 - -7-7 
TABLE '3.1 (contPdl 
Sanie Different 
, Tuneý'. l 
Frequency Percentage Frequency Percentage 
31 46 25.69 133 74-31 
32 39 21-78 140 78.22 
33 47 26.25 132 73-75 
34 56 31.28 123 68-72 
35 67 37-43 112 62-57 
36 51 28-49 128 71-51 
37' 41 22.90 138 77-10 
38 55 30-72 124 69.28 
39 62 34.63 117 65-37 
40 52 29.05 127 70.95 
41 53 29.60 126 70-40 
42 64 35-75 115 64.25 
43 46 25.69 133 74-31 
44 46 25.69 133 74-31 
45 52 29-05 127 70-95 
46 46 25.69 133 74-31 
47 61 34-07 118 65-93 
48 56 31.28 123 68-72 
49 61 34-07 118 65.93 
50 48 26.82 
131 73-18 
51 43 24-02 
136 75-98 
52, 51 28-49 
128 71-51 
46 25.69 133 74-31 53 
60 33-52 119 66-48 54 
56 31.28 123 68-72 55 
63 35-19 116 64-81 56 
- 2.7SS - 
TABLE 3.1 (cont'd) 
I. Same Different 
Tune Frequency Percentage Frequency Percentage 
57 61 34-07 118 65-93 
58 43 24.02 136 75-98 
59 70 39-11 109 60.89 
60 52 29.05 127 70-95 
61 55 30.72 124 69.28 
62 45 25-13 134 74-87 
. 63 
43 24.02 136 75-98 
64 45 25-13 134 74-87 
65 45 25-13 134 74-87 
66 60 33-52 119 66-48 
67 49 27-37 130 72.63 
68 42 23.46 137 76-54 
69 43 24.02 136 75-98 
70 68 37-99 ill 62.01 
71 53 29.60 126 70-40 
72 50 27-93 129 72-07 
73 35 19-55 144 80-45 
74 68 37-99 ill 62.01 
75 48 26.82 131 73-18 
76 59 32.96 120 67-04 
77 59 32.96 120 67.04 
78 63 35.20 116 64-80 
79 63 35.20 116 
64.80 
80 56 31.28 
123 68-72 
I 
- I'M- - 
1 3.2. 
Frequency of Categorization. MOD 2. 
-23S 
TABLE ý. 2 
Frequency of 
Categorization 
MOD2 
Tun .e 
Same 
Frequency Percentage 
Different 
Frequency Percentage 
-A 46 25.69 133 74-31 
2 56 31.28 123 68-72 
3 34 18.99 145 81.01 
4 37 20.67 142 79-33 
,5 
69 38-54 110 61-46 
6 56 31.28 123 68-72 
7 17 9.49 162 90-51 
32 17-87 147 e2.13 
9 36 20.11 143 79-89 
10 36 20.11 143 79-89 
11 50 27-93 129 72-07 
12 36 20.11 143 79-89 
13 39 21-78 140 78.22 
14* 49 27-37 130 72.63 
15 40 22-34 139 77.66 
16 34 18.99 145 81.01 
17 49 27-37 130 72.63 
18 89 49-72 90 50.28 
19 56 31.28 123 68-72 
210 49 27-37 
130 72.63 
21 47 26.25 
132 73-75 
22 73 40-76 
106 59.22 
23 39 21-78 
140 78.22 
29 16.20 1510 83-80 24 
47 26.25 132 73-75 25 
54 30-16 125 69.80 26 
51 28-49 128 71-51 27 
36 20.11 143 79.89 28 
lb6- 
ýI 
TABLE 3.2-(conttd) 
Frequenc. v of 
Categorization 
Same Different 
Tune, Frequency Percentage Frequency Percentage 
29 39 21-78 140 78.22 
30 46 25.69 133 74'. 31 
31, 40 22-34 139 77.66 
32 31 17-31 148 82.69 
33 43' 24-02 136 75-98 
34 30 16.75 149 83.25 
35 45 25-13 134 74-87 
36, 50 27-93 129 72.07 
37 50 27-93 129 72-07 
38 42 23-46 137 76-54 
39 51 28-49 128 71-51 
40 42 23-46 137 76-54 
41 54 30-16 125 69-84 
42, 39 21-78 140 78.22 
43 40 22-34 139 77.66 
, 44 
32 17-87 147 82.13 
45 46 25.69 133 74-31 
46' 54 30-16 125 69-84 
47 38 21.23 141 78-77 
48 35 19-55 144 80-45 
49 50 27-93 129 72.07 
50 49 27-37 130 72.63 
51 43 24-02 136 75-98 
52 49 27-37 130, 72.63 
53 48 26.82 
131 73-18 
54 35 19-55 
144 80-45 
55 46 25.69 
133- 74-31 
56 49 27-37 
130 72.63 
2-qj, 7 
Tune, 
TABLE 3.2 (cont'd) 
Frequency of 
Categorization 
Same Different 
Frequency, Percentage Frequency Percentage 
57 41 22.90 138 77-10 
58 31 17-31 148 82.69 
59 34 18.99 145 81.01 
60 60 33-52 119 66-48 
61 51 28-49 128 71-51 
62'' 38 21.22 141 78-77 
63 44 24-58 135 75-42 
64 40 22-34 139 77.66 
65 52 29.05, 127 70.95 
66 29 16.20 150 83-80 
67 29 16.20 150 83-80 
68 43 24.02 136 75-98 
69 44 24-58 135 75-42 
70 36 20.11 143 79-89 
71 31 17-31 148 82.69 
72 41 22.91 138 77-09 
73 35 19-55 144 80-45 
74 31 17-32 148 82.68 
75 43 24.02 136 75-98 
76 36 20.11 143 79-89 
77 38 21-33 141 78-77 
78 45 25-14 134 74-86 
79 48 26.82 131 73-18 
so 41 22.91 
138 77-09 
k 
/-S 
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3.3 Frequency of Categorization. MOD 
TABLE 3.3 
Frequency of 
Categorization, 
MOD3 Same Different 
Tune Frequency Percentage Frequency _Percentage 
1 66 36-87 113 63-13 
2 54 30-16 125 69-84 
3 38 21.22 141 78-78 
4 54 30-16 125 69.84 
5' 61 34-07, ils 65-93 
-6 22 12.29 157 87-71 
7 51 28-49, 128 71-51 
8 42 23-46 137 76-54 
9 57 31-84 122 68.16 
10 65 36 or 31 114 63.69 
11 42 23-46 137 76-54 
12 87 48.60 92 51-40 
13 38 21.22, 141 78-77 
14 44 24-58 135 75-42 
15 51 28-49 128 71-51 
16 59 32.96 120 67-04 
17 21 11-73 158 88.27 
52 29-05 127 70-95 
19 16 8.93 163 91.07 
20 37 20.67 142 79-33 
21 56 31 . 28 123 68-72 
22 36 20.11 143 79-89 
, 23 31 17-31 148 82.69 
24 46 25.69 
133 74-31 
25 45 25-13 
134 74-87 
26 75 41-89, 
104 58.1.1, 
_, 
56 31.28 133 68-72 27 
- 34 18.99 145 81.01 28 
Tune 
TABLE 3.3 (cont'd) 
Frequency-of 
Categorization 
Same Different 
Frequency Percentage Frequency Percentage 
29 40 22-34 139 77.66 
30 63 35-19 116 64-81 
31 28 15.64 151 84-36 
32' 46 25.69 133 74-31 
33 39 21-78 140 78.22 
34 50 27-93 129 72.07 
_ 35" 64 35-75 115 64.25 
36 39 21-78 140 78.22 
37 46 25.69 133 74-31 
38 26 14-52 153 85-46 
39 27 15-08 152 84-92 
40 55 30-72 124 69.28 
41 37 20ý67 142 79-33 
42 45 25-13 
134 74-87 
43 57 31-84 
122 68.16 
44 58, 32-40 
121 67.60 
45- 52 29.05 
127 70-95 
46 46 25.69 
133 74-31 
47 69 38-55 
110 61-45 
48 51 28-49 
128 71-51 
- 71 29.66 108 60-34 49 - 
50 53 29.60 
126 70-44 
0 47 26.25 132 73-75 
' 45 25.13 
134 74-87 
52 
34 18.99 145 81.01 53- 
32 17-87 147 82.13 54 
59 32.96, 120 67-04 55 
35 19-55 144 80-45 56 
- 241- 
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TABLE_3.3 (cont'd) 
Frequencv of 
Categorization 
Same Different 
Tune. Frequency Percentage Frequency Percentage 
57 23 12-85 156 87-15 
58 49 27-37 130 72.63 
59 33 18-44 146 81-56 
60 55 30-72 124 69.28 
61- 27 15-08 152 84.92 
62 25 13-97 154 86-03 
63 44 24-58 1-35 75-42 
64 44 24-58 135 75-42 
65 46 25.69 133 74-31 
66 63 35.20 116 64-80 
67 24 13-41 155 86-59 
68 51 28-49 128 71-51 
69 31 17-31 148 82.69 
70 35 19-55 144 80-45 
71 38 21.22 141 78-77 
72 41 22.91 138 77-09 
73 27 15-08 152 84.92 
74 64 35-75 115 64.25 
75 64 35-75 115 64.25 
76, 51 28-49 128 71-51 
77 48 26.82 131 73-18 
78 30 16-76 149 
83.24 
47 26.26 132 73-74 79 
so 57 31.84 
122 68.16 
-247-- 
3.4. MOD 1v MOD 2v MOD 3 
TABLE 3.4 
MOD1 MOD2 MOD3 
Var. of %o'age change 42-84 32.92 60.19 
Standard deviation 6.55 5.74 7.76 
Meanj6age of change 6a. 72 75p82 74-40 
Odds of change 2.31: 1 3.14: 1 2.91. -j 
-t 
; 
iiI 
- ?, 44 -o 
Over to page 250 
- . 25, C) - 
Clusters resulting from MOD 1, 
- 2ýi- 
TA13LE 15.1' 
Clusters-resulting from MOD 1 
Tune 
no. ' 
Overall 
chi-sq'. 
Part'n'd chi-squares Change from 1-to r., 
, ý2 
14-71 13-52 CDS AP 
4- '12-38 11-10 CDS AF 
5 12-43 11-81 CDS AF 
29 ý16.22 14.60 CDS AF 
41 '7.55 6.89 CDS AF 
49* 14-82 8.72 CDS AF 
76 23-30 21.18 ODS AF 
80' 8-50 5.48 CDS AF 
10 5.14 5.09 APS CD 
12 6.96 6.86 AFS CD 
17 '_21.44 10.26 11-15 AP S CD 
20 6.53 AFS CD 
26* 6.54 AFS CD 
38 16.63 8.90 AFS CD 
'44 10.92 4.83 3.51 AF 3 CD 
46, ýý-40 6.27 APS CD_ 
47 35-40 6.65 26.88 AF S CD 
50* 9.40 4.53 AFS CD 
59*ý 17-43 7.50 5.80 AP S CD 
14 33-74 
30-13 
25" 
33-, 5*58 
13.06 19.27 
8.11 
11.91 5.00 
4.83 
CDS FA 
CDS FA 
CD§ FA 
CDFS A 
purti-ler partitioning produces no 
decisions. 
I 
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TABLE 15.1 (cont'd) 
Tune 
no. 
Overall 
chi-sq. 
Part'n'd chi-squares Change from 1. to r. 
1 20.66 11-03 8.33 AFS DC 
3 70-41 20.90 48.85 AFS DC 
13 24-44 15-70 5.03 AFS DC 
22 5.92 4.54 DFS AG 
45 9.40 6.22 ADFS C 
54 6.48 5.67 ADFS C 
74 25-47 21-32 3.90 AFS DC 
77 52.27 12-84 4.85 34-39 AS FDC 
15 22.64 13-54 8.12 AP DS C 
21 31-09 8.20 17-45 5.01 AF SCD 
24 41-32 7.18 24-90 8.64 AF SDC 
34 53.2Q 7.87 44.27 AF DS C 
35 24'06 13-01 10.84 AF DS C 
70 26.93 11-55 13-91 AP DS C 
73 21-51 9.12 6.24 6.15 S AF DC 
39* 12-51 8.27 AF CDS 
40* '11-18 6.81 AF CDS 
19 16.93 10.63 CD AFS 
23 5.20 3.98 ACF DS 
27 10-76 9.19 ACS DF 
28' 4.76 4.56 DS AOF 
* Further partitioning produces no 
decision. 
I 
- 2-5s- 
TABLE 15.1 (cont'd) 
Tune 
no. 
Overall 
chi-sq. 
Fart'n'd chi-squares Change fro 1. to 
31 6.19 4.55 CS ADF 
36 8.11 5.11 ACF DS 
51 5-05 4.81 CF ADS 
52 : ý5-93 
3.87 ACDF S 
53 7-93 6.63 FS ACD 
56 6.19 3.50 F ACDS 
61* 17-49 12.83 ACF DS 
63 11.58 7.70 3.84 A CS, DF 
69 -5.69 
4.88 ACF DS 
72 
., 
8.19 8.10 DS ACF 
79 _ 8.83 8.13 ACP DS 
Further partitioning produces no decision. 
TABLE 15.1 (conclld) 
Tune Overall Part'n'd chi-squares Change from 1. to r. 
no. chi-sq. 
6 3.34 
1 3.76 
8 2.90 
9 3.40 
11 1.09 
16 3.58 
30 2.58 
32 2.43 
37 2.62 
43 3.16 
48 5.69 
55 3-12 
57 "4.28 
58 4.49 
60- 4.71 
62 2.71 
64 4.80 
65 1.92 
66 4.58 
67 2.40 
68 5.73 
71 2.94 
75 2.60 
78 3-17 
No pattern of change 
-255, - 
15.2.. Clusters resulting from MOD 2. 
TABLE 15.2 
Clusters resulting from MOD 2 
Tune 
no. 
Overall 
chi-sq. 
Part'n'd chi-squares Change from 1. to r. 
-2 15.15 13-41 CDS AP 
13 14.69 11-71 CDS AF 
15, V-33 11.06 7.91 DS C Ap 
18 
_I 
4.52 12.08 CDS AF 
22 10.75 8.56 CDS AF 
32 12.85 9.36 CDS AF 
53 13-36 9.74 CDS AF 
59 16-34 8.94 CDS AF 
70 9.78 7.11 CDS AP 
71 4-98 4.29 CDS AF 
1 29-50 13-98 11-54 3.97 DS 0FA 
9 22-48 15-40 7.05 CDS FA 
11. 36-56 20-78 14-79 CDS FA 
14 25-04 8.25 16-70 CDS FA 
27 18-34 7.25 8.74 CDS FA 
ý3 6.90 4.05 CDFS A 
46, 32-32 14-02 16-41 CDS FA 
54 
'12-50 
4.66 7.20 CDS' FA 
39 7.37 4.80 CD AFS 
62 7-08 4.93 CD' AFS 
- 27- 
TABLE 15.2 (cont'd) 
Tune ý 
no., 
Overall 
chi-sq. 
Part'n'd chi-squares Change from 1. to r. 
8'' 8-43 4.68 AF CDS 
16 8.96 7.62 AF CDS 
29 " -'20.. 12 9.02 8.67 AP DS C 
72 21-78 14-52 7.19 AF DS C 
21 8.80 6.23 ACDS F 
6 3.89 ACP DS 
17 4.36 4.23 A CDFS 
20 20.28 11-87 7.59 DF S AC 
23 , 'ý 8.65 4.01 3.93 A FS CD 
30 1 5.92 4.33 AC DFS 
40 11-70 10-95 CDF AS 
49 8.68 8.15 DS ACF 
50 '8.17 7.82 AC DFS 
55 16-50 15.08 ACDF S 
56 10-95 9.00 ADF CS 
57 '8.27 7.40 CDF AS 
58 4.75 4.43 ACD FS 
60 
. 
6-75 4.78 D ACFS 
12-57 11.04 C ADFS 
65 13-56 12.75 ADS Cp 
69 5.69 4.88 ACF DS 
73 21-51 9.12 4.59 
6.15 S AF DC 
74 21.56 14.28 5.31 
CD A FS 
77 7.27 6.98 
ADF CS 
I 
i 
TABLE 15.2 (cont'd) 
Tune Overall Part'n'd chi-squares Change from 1. to r. 
no. chi-sq. 
3 4! 40 No pattern of change 
4 
. 
5.86 
5 4157 
7 1! 54 
10 4.62 
12 3.44 
17 
-4 
36 
19 
ý2.93 
24 3. a6 
25 3ý46 
26 1.98 
28 4191 
31 2.54 
34 2.92 
35 6. 
'58 
36 4sO5 
37 7.37 
38 4.93 
"2stI- 
Tune Overall 
no. chi-sq. 
TABLE 15.2 (conclld) 
Part'n'd chi-squares Change from 1. to r. 
41 
42 
43 
44 
45 
47 
48 
51 
52 
63 
64 
66 
67 
68 
75 
76 
78 
79 
80 
3.08 
2.81 
1.86 
1.05 
3.55 
3.02 
'2-05 1.99 
5.24 
3.24 
3.37 
1.60 
0.51 
4.11 
'4-71 
3.99 
1.93 
2.01 
4.17 
No pattern of change 
I 
I 
-lLb- 
15-3. Clusters resulting from MOD 3. 
- 2(oi - 
TABLB 15.3 
Clusters resulting from MOD-3 (Faster) 
Tune 
no.,, 
Overall 
chi-sq. 
Part'n'd chi-squares Change from 1. to r. 
6 15-16 4.46 -5-49 4.86, A FS DC 
12 121-44 12.16 108.94 AP DS C 
17 16.31 11.67 1.74 ADRS C 
19 7ý08 71-85 ADFS a 
20 44A9 40-02 3.63' ADFS C 
23 27! 43 15.26 12.00, AS DF a 
24 101.110 99.18 ADFS c 
31 19-59 11.29 DS Ap C 
34 31ý64 20.67 4.52 5-05 DS FA 'a 
35 46-73 22.81 23-57 AS DF 0 
36 25-85 22-55 ADFS C 
39'' 15-. 89 10.09 5.59 DS Ay C 
40 38-58 , 29-55 7.56 APS D 0 
42 28-55 18.00 8.87 DS Ap a 
43 34-77 16-77 17-74 DS AF 0 
46 11.67 10-93 ADFS a 
49 3ý, ý 33 25.62 5.78 DS 'AF 0 
51 14.60 8.16 6.20 AFS D a 
55, ' 132.62 132-31 ADFs C 
57 34-76 
' 
32.50 ADFS 0 
61 '49.60 48.65 ADFS C 
66 58-10 55-32 ADFS C 
69 25.20 21.89 ADFS C 
72 25.68 20.16 4.06 DS AP C 
74 124.46 123.24 ADFS C 
78 9.98 9.74 ADFS a 
- 2U- 
TABLE 15.3 (cont! d) 
Tune, 
no, 
0-ýerall 
chi-sq. 
Part'n'd chi-squares Change from 1. to r. 
27 . 26.42 15-09 11-32 DS F AC 
'52 
_16.02 
11-73 4.21 FS D AC 
2 -44.65 
40-35 4.25 CDS PA 
45 16-85 10.91 4.69 CDS FA 
62 39-12 32.63 6.46 DS CF A 
33 19-05 15-91 ODS AF 
41 7.34 4.62 DS ACF 
44 ý5-10 4.90 AFS CD 
50 22.52 4.52 3.94 13-84 AF D 
63 16.80 15-07 CDS AF 
64 16.23 1ý - 91 DS ACF 
68 6.99 4.05 ODS AF 
79 6.44 6.20 ACS DF 
No pattern of change 37 3.94 
67 2.71 
I I 
TABLE 15.3--(don-bld) 
Tune 
no. 
Clusters resulting from MOD 
Pverall Part'n'd chi-squares 
chi-sq. 
3 (Slower) 
Change from 1. to r. 
3 24-54 23-51 ACF DS 
13 28.96 22.10 AC F DS 
21 3ý. 27 33-94 ACF DS 
32 15.24 13-40 ACF DS 
38 ý0.09 19.01 ACF DS 
47 13-89 12.29 ACF DS 
48 '98 210 21.67 ACF DS 
56 25o76 22-55 ACF DS 
58 7 '96 7.04 ACP DS 
70' 18067 18-34 AOF DS 
71 15-05 11-31 ACF DS 
73 13-32 7.37 4.24 AC 2 DS 
77 9.24 8.95 ACF DS 
26 18.26 13-94 5.33 ACF SD 
54 25o8O 17.20 8.52 ACF SD 
59 22. fi5 14-10 8.31 ACF SD 
65 24.64 19-48 4.53 ACF DS 
28 41-01 28.25 9.03 'AC DF S 
30' 19-38 13-51 4.25 ACD F8 
8.82 7.17 AC DFS 
13-57 5.58 5.69 0A DFS - -. ' 
I TABLB 15.3 (conclld) 
Tune. 
no. 
Overall- 
chi-sq. 
Part'n'd chi-squares Change from 1. to r. 
110. 
12.14 9.45 APS CD 
15 5.74 4.47 APS CD 
80 29.07 19.80 6.17 AF S CD 
4 21.92 11.73 9.50 DS C AF 
5 13.67 5.91 7.40 ODS AF 
14 9.89 8-49 CFS AD 
16 10-41 7.86 CDFS A 
is ,- 18-40 
18-33 CS ADF 
22 5.66 3.87 CDFS A 
25 8.21 4.10 4.15 CD AFS 
60 22-58 13-41 8.94 CDS PA 
76 13-55 12.86 CD AFs 
1 0.90 No pattern of change 
7 3.42 
3.85 
4.30 00 
29 7.50 a0 40 0 
16. EFT v Modifications. 
/ 
TABLE 16 
EFT v Modifications 
EFT Compared with overall mean: 
Tune 
no. 
F Signif. Higher mean Lower mean 
4 4.32 0.04 
12 8.36 0.004 x 
13 4.49 0.04 x 
24 3.96 0.05 x 
51 4.95 0.03 x 
IýFT v MOD2 Compared with overall mean: 
Tune F 
-no* 
Signif Higher mean Lower mean 
5 3-90 0.05 x 
7 3.81 0.05 
17 5.27 0.02 x 
20 6.99 0-009 x 
22 9.15 0.003 x 
-29 4.75 
0.03 x 
31 4.53 0.03 x 
64' 5.67 0.102 x 
EFT 'V MOD3 
Compared with overall mean: 
! tune F Signif. 
Higher mean Lower mean 
no., 
5 . 84, 15 0.02 
x 
4.10 23' 0.04 Ix 
66 3.95 0.05 
- bT- 
17.1.. EFT v Categorization 
by "Oll; by MOD 1. 
- AS- 
TABLE 17.1 
EFT v Categorization 
EFT v IfOll 
Tune' 
no. 
F Signif. 
Categorized 
AC 
as: 
D F S 
14 2.81 0.03 x 
20 4.34 0.002 x 
21 3.42 0.01 x 
24 2.33 0.05 
29 2.92 0.02 
49 2.70 0.03 x 
61 2.34 0.05 
66 3.08 0.02 
72 2.65 0.04 x 
74 2.45 0.05 x 
EFT v MOD1 
Categorized as: 
Tune F Signif. AC D F S 
no., 
12 5.41 0.0004 x 
18 2.79 0.03 x 
37 2.47 0.05 x 
41 2.78 0.03 x 
49 2.63 0.04 x 
66 3.56 0.008 
67 2.55 0.04 x 
so 2.50 0.04 x 
- 2&9- 
17.2.. EFT v Categorization 
by MOD 2; by MOD 3. 
I 
TABLE-17.2 (concild) 
BFT MOD2 
Tune 
no. 
F Signif. 
Categorized 
A 
as: 
DFS 
7 5 -40 0.0004 x 
9 2-52 0.04 x 
43 2.53 0.04 x 
51 -, 2-32 0.05 x 
62 
. 
2-35 0.05 
63 2.37 0.05 x 
EFT v MOD3 
Categorized as: 
Tune F Signif. AC DFS 
. no. 
2.47. 0.05 x 
ý14 2.51 0.04 x 
15 3.56 0.008 x 
20 4.73 0.001 x 
26 -4-01 
0.004 x 
27 ,- 3*41/ 0-01 
33 ý. 12 0.02 x 
34 54 0.04 x 
35 - , 
2.69 0.03 
43 5.81 0.0002 x 
51 2o-68 0.03 
61 2.89 0.02 x 
66 3.04 0.02 
70' ý 
'3.75 0.006 x 
I 
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18.. Frequencies of 
ambiguity/unambiguity preferences. 
A2B PREFFJ= 
Ambi guous Unambiguous 
71 84 107 124 163 49 69 75 105 129 
71 10 19 22 9 9 
84 13 14 8 14 11 
107 18 19 20 8 18 
124 5 is 19 9 7 
163 11 14 15 7 Is 
49 17' 14' 13 22 16 
69 110 '17 10 9 12 
75 23 6 7 11 
105' 17 17 IS 17 24 
12'9 18 15 11 24 8 
71, 107 124 163 49 69 75 105 129 
71, 0 1 1 0 0 
84 0 0 0 0 0 
107 I I I* 0 1 
1244 0 1 1 0 0 
163 0 1 1 0 
Aq 
0 
69 0 0 0 0 
75- 0 0 0 0 
10 5 1 
129' 1 0 0 
A. 2G PREFERRED 
Ambiguous Unambiguous 
71 84 107 124, 163 49 69 75 105 129 
5 11 7 19 
84 10 17 9 14 7 
, 
107, 
- 
19 13 11 21 14 
124 12 12 10 12- 4 
1ý63, 8 4 4 5 12 
49 18, 20 10 18 21 
69, '23 16 18 10 26 
75 2-1, -' 2-1 19 20 26 
105, 21 15 9 18 26 
129 -10 22 16 27 18 
71 . 84 
107 124 163 49 69 75 105 129 
71 
'84 
107 
124 
163, 
49 
69 
75 
105 
1291' 
-274-- 
AP PREFFMIED 
Ambiguous Unambiguous 
71 84 107 124 163 49 69 75 105 129 
71 7 14 19 13 28 
8_4 7 17 13 17 a 
107 15 5 22 23 12 
124 14 17 17 12 2 
163 5 6 10 3 10 
49 23 21 15 16 25 
"69 16 13 26 14 25 
75 12 14 9 14 18 
105, 16 13 8 19 28 
129 22 19 29 21 
71 '84 107 124 163 49 69 75 105 129 
71 0 0 1 0 1 
84 0 1 0 1 0 
107 0 1 1% 0 
124 0 1 1 0 0 
163 0 0 0 0 0 
49 10 
69 1 0 1* 0 1 
75 0 1 0 0 1 
105 0 0 1 1 
129 0 
A4G ITYMRRED 
Ambiguous 
71 84 107 124 163 49 
Unambiguous 
69 75 105 129 
71 17 14 19 11 27 
84 12 14 13 22 a 
107 20 12 30 25 16 
124, 16 19 12 12 4 
163 8 9 13 5 13 
49 20 26 17 '21 29 
69 23 23 25 17 28 
75 16 25 7 25 25 
105 26 15 12 25 32 
129,, 10, 29 21 33 24 
71 
84 
107 
124 
163, 
49 
69 
75- 
105 
1 11 129-,, 
.1 0 U U 
71' ' 84'. 107 124 163 49 69 75 105 129 
17& 
C21B PREFERRED 
Unambigaous 
ý46, 
- 94 145 151 181 15 34 35 136 200 
46 21 24 6 16 29 
94- 2-1 17 15 16 16 
145 11 23 17 8 14 
151 16 5 8 10 22 
181 18 26 8 15 18 
15 t'5 
5 16 13 11 
34 1 14 8 21 5 
35' 2-1 16 12 19 18 
136 13'- 10 23 21 16 
200 2 15 13 8 8 
. 
46 94 145 151 181 15 34 35 136 200 
46 is Ve o 1 
94 0 1 
145 '0 is 1 0 1 
151 ,- 1 0 0 0 Is, 
181 
-"I I 
I 1* 0, 
1 
-0 
1 
1* 
,. 
-. 
15 o 0 
0 0 
34 0, 0 0 le o 
0 1* 
13-6 ' '0 '0 
200 , 0' 0 0 0 0 
277- 
C2G MFERRED 
Amb iguous Unambiguous, 
46-- 94 145 151 181 15 34 35 136 200 
46' 12 20 10 6 23 
94 20 23 io 18 14 
-145 
18 24 15 15 22 
, 
151 4 20 4 4 21 
13 '23 11 9 10 
15 8 io 11 26 17 
34 12, 9 8 18 9 
35 19 "2--l 15 25 18 
136 24 12 17 27 23 
200 9 18 7 11 20 
46, ', 
-, 
94 145 151 181 15 34 35 136 200 
46 0 1 0 0 1 
94 1% 10 0 1' 0 
145 0 1 
151 0 1 0 0 
0 le 0 0 
15, 0 0 1 1 
34 0 '0 0 0 0 
1.36 
0, 10 le 
200 0 0 1 
-712v- 
CO 
Ambiguous 
. 
46,,. 94 145 151 181 
Unambiguous 
15 34 35 136 200 
46 24 24 9 12 28 
94 22 23 13 25 19 
145 16 24 15 10 19 
151 10 5 7 -4 21 
181 T 17 27 . 16 12 26 
-15 6, 9 14 17 11 
34 
,7 
8 7 26 4 
35 21 81 13 23 14 
136 16 6 21 27 19 
200 
1 -'3 - 
11 11 10 5 
, 46 94 
145 151 181 15 34 35 136 200 
46 1% 1% 0 0 1 
94' 1 
145, is 1 0 
151 00 0 0 le 
181 0 0 1 
I-5 0- 0' 0, 1 0 
. 34 
0 0 0 0 
t 
35 0 0 0 
136 0 is is I 
200 "p 0' 1 0 0 
-17q- 
C4G 
Ambiguous Unambiguous 
46 94 145 151 181 15 34 35 136 200 
46- 31 33 12 14 34 
94' 18 27 13 17 19 
145 19 22 19 11 25 
151 12 9 8 11 20 
181 28 30 8 13 24 
15 -5 15 18 26 10 
34 4- 10 14 27 7 
35 25 4 19 29 29 
136 2_4 19 26 26 24 
200 3 IS 12 17 12 
-46 
94 
145 
151 
181 
15 
34 
35 
136 
200 
46 ý ý, ý94 
145 151 181 15 34 35 136 200 
I -2so- 
D2B 
, 
Ambiguous 
31 67' 116 
Unambiguous 
157 193 65 110 142 154 175 
31 12 9 9 7 18 
67 16 17 12 11 17 
116 8 24 18 17 17 
157 16 25 16 15 15 
193 18 17 11 10 24 
65 16, 10 18 13 9 
110 15 12 5 6 12 
142 AS 13 9 11 16 
154 20 15 9 14 18 
175 9, 14 10 14 7 
31 
67 
116 
157 
193 
65 
110 
142 
154 
175 
31 67 116 157 193 65 110 142 154 179 
D2G 
6ý7 
116 
157 
193 
65 
110 
142 
154 
175 
31 
67 
116 
157 
193 
65 
110 
142 
154 
175 
TREFFJUM 
Ambiguous Unambiguous 
31 67 116 157 193 65 110 142 154 175 
18 12 13 16 20 
13 8 14 12 16 
15 19 23 24 22 
14 24 21 19 23 
21 19 17 7 19 
, 12- 
16 15 16 9 
18 22- 11 8 11 
16 16 6 8 13 
13, 18 5 11 23 
q 16 6 7 13 
31 67 116 157 193 65 110 142 154 175 
, -219-- 
D43 
Ambiguous 
31 67 116 157 
MFERRED 
Unambiguous 
193 65 110 142 154 175 
31 7 13 7 10 17 
67 18 6 14 10 27 
116 9 24 25 23 25 
157 14 28 15 11 16 
193 23 8' 14 14 2-8 
65 21 11 22 14 8 
110 17 22 4 3 20 
142 23 17 5 15 17 
154 20 21 7 17 14 
175 13 4 5 12 3 
31 
67 
116 
157 
193 
65 
'110 
142, 
154 
175, 
F 
S 
iH 
t 
31__ 67 116 157 193 65 110 142 154 175 
-IRS 
NG PREFERRED 
, Ambiguous Unambigu ous 
31 67 116 157 193 65 110 142 154 175 
31 28 14 16 20 27 
_67 
26 11 12' 10 32 
116 15 32 35 25 30 
157 16 3'1 18 18 12 
193 34 20 21 13 31 
65- 104 11 22 20 3 
110 23 27 6 6 18 
142 21, 25 2 19 16 
154 17, 27 12 19 25 
175 10- 5 7 26 6 
31 67 116 157 193 65 110 142 154 175 
31, 
1 
-' 
I 
'' 10 o 0 1 
67 0 0 0 
, 116 
0 
157- 0 0 0 0 
0 
65 
110 
142 
154 oý ', 10 11 
175 
- 10 - 
F2B 
Ambiguous 
37 64 72 80 100 
Unambiguous 
76 90 99 121 134 
37 
- 
6 19 21 13 9 
64 13 13 7 15 7 
72 13 20 13 18 14 
so 14 21 19 13 11 
100 8 15 16 13 17 
76 20 18 14 12 19 
go a 12 9 10 14 
99 a 19 13 13 
121 IS 15 U 13 IS 
134 18 19 15 14 12 
37 
64_ 
72 
so 
100 
76 
go 
99 
121 
1.34 
37 64 72 80 100 76 go 99 121 134 
-F2G =ERRED 
Amb iguous Unambiguous 
37 64 72 80 100' 76 go 99 121 134 
37 10 -18 17 13 16 
64 11 14 
. 
17 11 10 
, 72 16 14 23 13 5 
so 23 16 22 17 13 
109 7 12 11 15 9 
76 20 21 13 7 22 
go 11 16 16 16 18 
99 1ý 13 7 7 19 
12-1 19 IS 19 12 17 
134 13 20 25 16 21 
37 64 72 80 100 76 90 99 121 134 
37 
64 
72 
so 
loo 
76 
go 
99 
121 
1.34 
-22,6- 
24B 
, Ambiguous 
37 64 72 
PREFERRED 
Unambiguous 
80 100 76 90 99 121 134 
37 11 , 19 21 16 10 
64 18 16 14 17 14 
72 14 16 17 28 17 
so 21 15 18 18 16 
100 8, 11 19 13 14 
76 20, 13 16 10 22 
90 11 15 11 16 17 
99 7 17 14 12 9 
121 15 14 3 13 18 
134 20 17 11 15 14 
37 
64 
72 
so 
100 
76 
go 
99 
121 
134 
1! 
N 
37 64 72 80 100 76 90 99 121 134 
-291- 
F4G 
Ambiguous 
37 64 72 80 100 
Unambiguous 
76 90 99 121 134 
37 17 20 19 17 18 
64 16 16' 11 16 13 
72 21 15 20 27 12 
so 20 28 20 20 14 
100 - 13 15 20 16 22 
76 20 21 16 17 24 
96 17 21 23 9 23 
99 18 26 17 17 18 
121 20 20 10 16 21 
134 19 23 25 22 16 
37 '64 72 80 100 76 90 99 121 134 
37 
64 
72, 
, 
so 
100 
76 
go 
121, 
1,34 
-M- , 
S2B 
Ambiguo-as 
13 14 
13 
14 
62 
135 
155 
78 21 
123- 11 
172 17 
187- 21 
192 13 
13 
14 
62 
135 
155 
78 
123 
173 
187 
192 
23 
16 
15 
17 
20 
62 
PRMRRED 
Unambiguous 
135 155 78 123 1.73 187 192 
10 16 8 7 12 
4 9 12 9 6 
9 13 11 6 9 
6 14 15 15 14 
14 9 13 7 13 
18 20 13 
15 17 17 
20 16 13 
21 16 24 
22 13 14 
1 13 . 
14 62 135 155 78 123 173 187 192 
Ambiguous Unambigu ous 
13 14 62 135 155 78 123 173 187 192 
1,3 11 14 12 -7 12 
4- 11 17 20 17 12 
62 16 16 12 9 10 
135, 13 16 16 14 9 
155 19 12 21 13', 12 
78, 21 18 13 17 10 
123 15 13 14 15 18 
173 17, 9 20 16 8 
, 
187, 23 13 20 IS 19 
192 18 18 22 20 17 
13 14 62 135 155 78 123 173 187 192 
13 0 0 0 0 0 
-1-4 0 1 le 1 0 
62 1 1 0 0 0 
135 0 ý 01- 
155 1 o'' 1 11 
0 ý 0 , - .1 't . 
, 
73ý 01 0 
123 0 00 1 
173 0 1 0 
187 
192 
rI 
-290- 
SP 
Ambiguous 
13 14 62 135 
Unambiguous 
155 78 123 173 187 192, 
13 7 10 9 5 9 
4' 9 12 12 9 6 
62 8 15 7 4 4 
135 14 9 13 6 9 
155' 17 13 17 1 9 
78 24ý 21 22 16 13 
123 20 19 12 22 17 
173 19 is 24 IS 13 
187 23 22 ý6 25 30 
192 22 25 27 21 21 
13 14 62 135 155 78 123 173 187 192 
13 1 0 0 
14 0 0 0 
62 0 1 0 0 0 
135 0 0 0 0 0 
155 1 0 1 0 0 
78 0 
123 
173 0 
187 
192 1, i I 
I I* 
0 _291- 
S4G 
Ambiguous 
13 14 62 135 155 
Unambiguous 
78 123 173 187 192 
13 8 13 6 15 6 
14 11 15 17 15 8 
62 12 13 7 8 4 
135 1.6 17 23 8 15 
155 24 16 22 5 16 
78 28 26 25 21 13 
123 23 22 25 20 20 
173 29 19 30 14 14 
187 23 21 29 29 32 
192 31 29 33 22 21 
1.3 14 62 135 155 78 123 173 187 192 
13 0 0 0 0 0 
14 0 0 0 0 0 
62 0 0 0 0 0 
13ý5 0 0 1 0 0 
155 1* o 1 0 0 
78 10 
123 1 
173 V6 
67 
192 
- 2q? -- 
19. Mimm ry of preference frequencies. 
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20. Preference decisionsp 
ambiguity/unambiguity. 
Ambiguous Unambiguous Decision to 
accept as 
different. 
A2B 5 4 No 
2G 8 2 Yes 
4B 9 3 Yes 
4G 10 33 Yes 
C2B 6 8 ITO 
2G 6 6 ITO 
4B 5 10 Yea 
4G 7 9 ITO 
D2B 2 3 Vo 
2G- 2 8 Y013 
4B 6 8 No 
4G 4 10 yen 
F2B 4 5 110 
2G 3 3 No 
4B 1 4 Yon 
4G 2 2 No 
S2B 8 0 Yon 
2G 4 2 Yon 
4B 15 0 Yon 
4G 11 1 Yon, 
- 300- 
21. Pitch and Range Graphs. 
The number at -1. -he right-hand end of each range line 
gives that tune's range in semi-tones. 
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